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ABSTRACT

The importance of the i1ndividual 1s a central principle
in the drama philosophy of Margaret Faulkes Jendyk at the
University of Alberta. Her early work in 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 1t relates
to Western culture generally and specifically; 1t provides a
compass for human development, and makes being a central
concern.

The thesis 1s divided into two parts. By examining
philosophy, religion, politics, psychology, art and science,
we locate Brian Way's concept 1n Western social and cultural
tradition. Weighing language and definition, we assess the
meaning of Brian Way's concept of the i1ndividual 1n relation
to other models.

In the second part we examine how Margaret Faulkes

Jendyk uses Way's concept of the individual i1in her teaching.
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Her approach and method has lead her to formulate a vision

of the spectrum of human creativity, the creative process of

drama. Interview, Margaret Faulkes Jendyk's own writing,
and autobiographical narrative are used to explore the
concept of the individual as 1t relates to this creative

process.

Examiners:

Juliaha Saxton, Supervisor (Department of Theatre)

Dr Allan Hughes, Department Member (Department of Theatre)

Dr. Outside Member

Alan Drengson,

(Department of Philosophy)

Dr. Patrick Verriour, External Examiner
(UBC, Faculty of Education)
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INTRODUCTION

"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 As Jacob Needleman
has noted,

The passive acceptance of scientific concepts of time,

space, energy--and lately of mind--drives man further

and further away from discovering his own space, his
own time, his own vital energy, and his own active
intelligence So connected to the species has the
individual 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

Since the very question, "Who am I?" arrives via the
vehicle of language, 1t 1s reason that attempts to answer,
reason using the accumulated conditioning 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, street, city, province,
country, continent, hemisphere, planet, solar systenm,
universe--1s carefully i1nscribed 1n scribblers or furtive-
ly carved on desks, ready 1f the celestial postman
demands, "Who are you?" Well, I am HERE 1s the triumphant

answer, and what we know of the world suggests that 1t 1s

enough



As adults, our name remains our label, and our
professions and actions become a firm carapace soldered to
our psyche, ready for the conventional social demand,
"What do you do?" If we accept our work as ourselves and
make our label i1nto our very being, retirement 1s anguish,
and to be without employment--and so a 'self'--w1ll 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
1tself gives us the 11lusion that we are what 1s stored 1n
our memory banks, with no other existence than that which
mind knows

Each one of us w1ll feel the existential mystery 1n
our own way, following the path created by our birth
adventure 1n time and space As a child, my own labels
were delivered, ready for adoption, through the powerful
influence of my family, a post-war childhood, school,
association with the Catholic Church and a relatively
1solated childhood, enlivened by reading, the 1mpact
of a small town community, and the great empty space of
the Western prairie

My first years at the University of Alberta plunged
me 1nto the delights of social 1life, but scarcely self-
awareness It was 1n Margaret Faulkes' class that T first

felt the shock of an 1nsight 1nto my own being, and so the



larger world Immediately after graduation as a B Ed
Drama Major, chance gave me the opportunity to teach 1in
the program I had just completed From 1968 to 1974 1
worked as a part-time sessional lecturer in the Drama
Department while teaching drama full time 1n the public
school system 1n Edmonton From 1974 to 1976 T was a
full-time sessional lecturer 1n the Special Division that
Margaret Faulkes had created 1in the Drama Department My
joy 1n teaching alongside Margaret 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 awareness, [ realized
that 1n the clarity of thought and the quality of work I
had experienced with Margaret, I had been given entry to the
same realm promised 1n sensitivity groups, 'consciousness-
raising', meditation, and even the spiritual path I
encountered years later 1n India The core and central
experience of self was offered 1n Margaret Faulkes' method
of approach to drama as surely as 1n any other place my
li1fe adventure led me

An additional advantage I saw 1n using drama method
was that where other systems brought participants to a
point of self-awareness, there was no extension beyond
that moment of consciousness. In contrast, drama work

provided opportunities to exploit released energies 1in



art, which 1tself became an on-going stimulus for
individual awareness.

After straying down other pleasant paths, I returned
to the world of drama by undertaking formal study at the
University of Victoria Where Rrian Way had been the
leading figure 1n my student days, I found new names--
Dorothy Heathcote, Gavin Bolton, and others--dominating
the i1nternational drama field Vhile much of the "new"
was exciting 1n 1ts 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 1in
the respective approaches

The structure of this thesis emerged from my desire
to 11luminate the power of a basic concept to shape educa-
tional practice The nature of University research
methods gave me a traditional academic approach to explore
the concept of the i1ndividual 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 1n the Philosophy Department. A seminar 1n
curriculum with Dr Ted Aoki led me to examine hermen-

eutics as a method of understanding and 1nterpretation

appropriate to 1lluminate the 'person' of Margaret Faulkes



Jendyk This provided the second half of my thesis with a
more i1nformal 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 University of Victoria, stim-
ulated me to define what was truly 1mportant to me 1n the
drama field To all these 1ndividuals I owe a debt of
gratitude Throughout, Margaret Faulkes Jendyk has been

my true 1nspiration It 1s to her I dedicate this thesis



BACKGROUND REFLECTIONS ON WESTEPN CONCEPTS OF INDIVINUALITY

Our awareness flowers within, but our existence
proceeds blindly 1n outer relationship From the smallest
element to the grandest, things exist i1n relationship to
each other In the material world of things, and 1n the
inner world of 1deas, all elements find the stamp of theair
nature 1n their difference and similarity to other
creations

The first part of this thesis explores a concept of
the 1ndividual offered by Brian Way 1n his 1967 book,

Development Through Drama The significance and the

meaning of that concept 1s discovered when we place 1t
within a framework of other concepts of the i1individual as
they have arisen within other domains.

The force and power of any concept can be understood
by discovering 1ts resonance 1n those dimensions that
measure energy for humankind. Does 1t hold meaning over
time? Is there a real 1ntelligence within i1t as a
universal? What are the boundaries of 1ts meaning”?
Comparisons made to those traditions that hold human
truths wi1ll lead us to understanding the 'new' concept
Philosophy, religion, politics, psychology, art and

science, all hold within their tradition views on the

meanings attached to the 1ndividual The means of

discussion--language 1tself--1s open to the same scrutiny

ON



we bring to the 'content' of the discussion.

The Problem of Definition of Terms

To define 1s to determine boundaries and limits as
well as to make definite 1n outline or form Where
language 1s the means to evpress meaning, we must begin by
noting that anything known existentially cannot be
expressed totally in words The common ground of language
1s a means to frame the horizon of analytic understanding
As a means, 1t 1s a great achievement of humanlkind, and
language 1s the common coin of the rational realm Yet
the words are not the things they refer to The
philosopher, David Weissman, states the problem clearly

The 1dea that the world 1s intelligible 1n 1tself, and

representable 1n language 1s simple and powerful.

Science has built and prospered on this rock But

philosophers, after espousing the 1dea, have come to

embarassment over 1t. For the 1dea 1s too grand for
proofs of the kind that might be supplied by con-
ceptual analysis, or by regimenting the wogds and
phrases of ordinary or improved languages

Henri Bergson explored this 1dea of the limitations

of language 1n Creative ELvolution, stating that as the

tool of language moves from perceived thing, to a
recollection of that thing, and by degrees, "to the
picturing of the act by which the 1mage 1s pictured, we
arrive at a whole i1nternal world--the spectacle of 1ts own

'|3

workings For Bergson, the word, the 'intelligent

sign', 1s mobile. Bergson emphasizes



The 1ntellect 1s characterized by the unlimited power
of decomposing according to any law and of recomposing
1into any system
The word 1s a thing, and so participates 1n "the form of
discontinuity", found 1n finite time Life, or conscious-

ness, has developed i1ntellect which 1s analytic, unlike

intuition, which participates 1n the durde creatrice,

characterized by unbroken flow and endlessness. Fere 1s
the ultimate ground of all experience, 1t 1s the 1nvisible
plane that supports the visible world of flux and
diversity.

Bergson says that philosophic speculation 1s limited
"Outside [1ts] domain, pure reasoning needs to be super-
vised by common sense, which 1s an altogether different

"> By accepting Bergson's limitations on the power

thing
of logic, we can search within a frame of reference
relevant to our i1nquiry for meanings of terms which will
1l1luminate and enlarge our understanding of the 1individual
1n drama as seen by Brian Way

The concept of the i1ndividual proposed by Vay 1s
meant to be relevant to the development of persons through
educational drama The root of the word, "education'",
comes from the Latin, educare which translates as "to
lead forth" Having as a first, general meaning '"the
process of nourishing, or rearing young persons,'" the

definition also 1ncludes the "systematic 1instruction,

schooling, or training given to the young," (and, by

(@]



extension, adults), as well as "the whole course of
scholastic i1nstruction which a person has recelved"6

Cducation thus 1mplies offering to another what 1s
known-by-one The one-who-knows 1s the teacher, and the
"one who 1s taught" 1s the pupil (or scholar, disciple,
student)

WVhile this preliminary account of these terms may
seem obvious to the reader, 1t 1s well to remind ourselves
exactly what 1s 1mplied 1n their use The education of a
pupil offers transmission of knowledge from one person to
another and so, 1nvariably, revolves around what 1s
already understood or known to the teacher Nothing
within this term suggests a necessary movement from the
known into the unknown Yet the evolution of the human
race, the growth of science and culture, depends on a
movement 1nto the unknown, otherwise a static and self-
same order 1s perpetuated For those who prize
'education' as something greater than mere conditioning, a
larger focus must be discovered Within the gestalt of
teacher, transmission, and pupil, an element of the

unknown must be discovered that moves instruction from the

rote to the creative

The creative 1s, by definition, "having the quality
of creating, originating." The 'creator,' in the Oxford
dictionar,, has as a first definition, "The Supreme Being

"

who creates all things, the Creator The second
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definition 1s "one who creates, or gives orlgln"7 It is

1in "giving origin" that new discoveries are made and the
outlines of the known dissolve into the new formulations
that pierce the mystery of existence.

As we follow the trail of definitions and ordering
with the tool of language, we must seek the space that
allows us to introduce the element of originating, or
creating, i1nto education, which 1s the transmitter of
human culture By re-stating that all education 1s
concerned not only with the content of what 1s taught, but
also with the teacher and the one taught, we come close to
that possibility. The words teacher and pupil offer us
both the general and the specific e can see the
individual human being. This individual human being, say
John, we can understand from our own humanity There 1s
an i1ndividual person, a concrete living individual I am
an 1ndaividual Who am I? This 1s the ultimate reality of
humanity

The dictionary offers us many definitions from
various disciplines as to what 'individuality' means

Biologically, there 1s "a separate existence" Trom

logic and metaphysics "an object which 1s determined by

properties peculiar to 1tself, and which cannot be sub-
divided 1nto others of the same kind" The i1ndividual 1s
"numerically one, single, 1ndivisible, and distinguished

from others by attributes of 1ts own" The 1ndividual
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thus "has a separate existence from other members of a
class, group or number, the 1ndividual as human being 1s a
person, as opposed to society, or fam1ly" S

Even where human culture or language have made the
cencept of "individuality" 1nsignificant 1n comparison to
family or group, the separate, i1ndivisible, human being or
person stands alone Lvery i1ndividual 1s as close to the
'unknown' as another, for each encapsulates within his or
her humanity the central existential mystery It 1s part
of his or her very human being

—_—

Brian Vay's Concept of the Individual

Brian Way does not attempt to 'define' a human being 1n

his book, Development Throuch Drama He 1nitiates his dis-

cussion of the individual by inviting us to "consider a
human being"

The analogy of a straight line 1s 1ncorrect when
considering the development of a human being

Instead, we need to consider a circle, however man}
points there are on the circle--facets of
"personalilty-—each Is permanent and each 1s a valid
“point from which to begin, moreover each 1s concerned
with the potential of continuing development ang
needs to be returned to over and over again, each 1s
subject not only to possible progression but to
equally possible regression ; Perhaps the
analogy of the growth of a tree 1s pertinent, 1f we
attempt to watch that growth day by day or even week
by week we see little 1f any tangible change, after
three months, the change or growth may be very
apparent, the growth 1tself wi1ill depend on the con-
sistency of certain conditions, for example, sunlight,
rain and so1l . go with drama and the develop-
ment of people .



In the diagram of "The Person" that Way uses, we are
offered a central caircle representing the person, and
three concentric rings representing stages of environment
surrounding the core The seven "facets of personality"
that Way has established around the perimeter are pictured
as radiating spokes out from the center. The meaning of
the diagram 1s not only deduced from the words lettered on
1L, but from 1ts shape Way has offered us a powerful

symbol of the person

10

Then we respond to symbols, we do so from a plane
that encompasses both the conscious and the unconscious
The symbol conjures meanings, both mythological and

psychological, and appears throughout human culture, 1t

12
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moves beyond the limits of ordinary language, and 1s an
essential element 1n art and religion.

Carl Jung has perhaps devoted more study to man and
his symbols than any other twentieth century Western
psychologist Pe recognizes their 1mportance

The unconscious can be reached and expressed only by

symbols, and for this reason the process of individua-

tion can never do without the symbol. The symbol 1s
the primitive exponent of the unconscious, but at the
same time an 1dea that corresponds_to the highest
intuitions of the conscious mind

In Jung's terms, the circle 1s the "simplest and most

perfect form "

Since 1t 1s the simplest symbol of whole-
ness, 1t 1s also the simplest God-image The "self" for
Jung, embodies the whole range of psychic phenomena 1n man
le acknowledges that there are both conscious and un-

conscious components Thus, the self as an enpirical concept

1s only potentially empirical the unconscious aspect, or

not-yet-experienced component 1s a postulate, a transcendental
concept presupposed on empirical grounds This 1s why Jung
finds the self appearing in dreams, myths, and fairy tales

1n various guises, 1ncluding "totalilty symbols such as the

circle or cross "

Since the union of opposites on a higher
level of consciousness 1s not the result of a purely
rational act nor a matter of will, i1ntuitaive formulations
and thought have led humans, through the ages, to employ

circle forms, like mandalas

Plato pictured the soul as a circle, the Pueblo and
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Navaho Indians used the circle i1in their sand paintings to
represent 'self', Eastern traditions, such as Tibetan
Buddhism, have also used the mandala as a meditation
symbol for the human condition Brian Way's diagram of
the 1ndivaidual 1s a mandala within this tradition, and
partakes of the power of the circle form as 1t has been
used throughout the ages

In Jung's work with his patients, he tells us that
when mandala pictures appear they coincide with the
intuition of the self and one's own whole 1ndividual
being Jung er¥plains why the figure of the protecting
circle was seized upon "It 1s 1ntended to prevent the
outflowing and to protect the unity of consciousness frorn
being burst asunder by the unconscious "12

The 1mplied movement within a circle, (and the
1mplied movement around the points of the circle 1n the
"ay diagram), 1s cyclical i1n nature and represents what we
intuitively know about our universe The cycles of the
day, the moon, the seasons, all mark the circular nature
of human 11fe, from the wombh to the tomb The yin-yang of
Chinese philosophy, pictured as interlocking fish symbols
that form a circle, represents the Tao as the way of
Nature, and also the wholeness of life

Vay's second symbol for human development--the tree--
he employs only briefly as an example The tree 1s also

considered a powerful and universal symbol for human beiny
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1n Jungian psychology
According to ancient tradition men came from trees or
plants The tree 1s as 1t were an 1ntermediate form of
man, since on the one hand 1t springs from the Primor-
dial Man and on the other hand 1t grows 1nto a man
Naturally the patristic conception of C?glst as a tree
or vine exerted a very great influence

By employing these two symbols for the i1ndividual, Vay 1s

able to address us not only through our reason but by

means of universal symrbols that transcend universal words

and so provide an 1mmediate way of conveying the meanings

he has i1ntended

Brian Way's Philosophy of the Function of Drana

Brian Way's book, Pevelopment Through Drama, begins by

delineating the traditional boundaries of education
The answer to many simple questions might take one of
twvo forms--either that of information or else that of
direct experience, the former answer belongs to the
category of academic education, the latter to drana 14
By using the example of "blindness" Way demonstrates that to
close your eyes and experience what blindness 1s leads to a
richer understanding of 1t than can be provided by a merely
verbal explanation This brief experience transcends "mere
knowledge, enriching the i1magination, possibly touching the
heart and soul as well as the mind" Thus, the "precise
function" of drama 1s to provide experiential education
Nrama and theatre are examined for their educational
differences 1n Vay's work, which he specifies 1s geared to

the "developnent of people "
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The major difference between the two activities can be
stated as follows 'theatre' 1s largely concerned with
communication between actors and an audience, 'drama'
1s largely concerned with experience by the partici-
pants, 1rre5f§ct1ve of any function of comnunication to
an audience

Thi1s emphasized distinction between the art form of
'theatre' and the experience of 'drama' 1s one that was

1mportant 1n Peter Slade's Child Mrawma, and an i1mportant

distinction 1n an era where theatre arts formed a part of
school curriculum "Mrama" means "doing" and
"struggling", says Peter Slade, and, he emphasizes, '"Child
Drama 1s an Art 1n 1tself, and would stand by that alone

as being of 1mportance'd6

T

Brian '"ay, heavily influenced by Peter Slade, tool up
this distinction between theatre and drama 'hile theatre
1s for the talented or ygifted, drama 1s concerned with the
majority "There 1s not a child born anywhere 1n the
world, 1n any physical or intellectual circumstances or

17 yhat

conditions, who cannot do drama," Vay emphasizes
1s true for the child 1s true for the adult "Education
1s concerned with i1ndividuals, drama 1s concerned with the
individualaty of 1ndividuals, with the unigueness of each
human essence" 18

The "individuality of 1ndividuals" as a phrase leads
us to examine this distinction 1n the l1ght of other

twentieth century meanings associated with the concept of

"individuality" Way's discussion makes clear that he 1s



concerned with "i1nner fESOU['CGS", especiallly 1ntuition
p

The "whole" person 1n Way's model 1s the human being with

" n

a vital "plane" of 1nvisible existence, real on the
personal plane, but not visible to others Thus, we are
to recognize subjective states of feeling, 1ntuitions,
hopes, dreams, and desires, as a vital part of the

individual In so doing we move to the metaphysical realm

and philosophy

Relationship of Vay's Concepts to Philosophical Postulates

About Tndividuality

How has the 'self' been understood i1n the world of
Western philosophy? In this area of the philosophy of the
self, philosophers have been 1n great disagreement In
the earlier part of the twentieth century, Bertrand

Russell and AN Vhitehead wrote Principia Mathematica

together, saying "individuals are defined as whatever 1s
neither a proposition nor a function" 19 Uhen Vhitehead
turned to metaphysics after that publication, his specula-
tions began to appear "strange" to Russell, who sumnarizes
them wonderingly
As for genuine contact with the real, this seens to
require a knowing from within, a conflat10n28f the
knower and his object 1nto a single entity
WVhitehead was adopting what he called "a position of pro-

visional realism", between the "subjectivists" and the

"objectivist" Tor Vhitehead, "the unity of the per-



ceptual field therefore nmust be a unity of bodily
experience" 21
Bertrand Russell, the century's greatest proponent of
formal logic, was disturbed by such views, for "those who
insist that truth 1s something malleable and subjective
fail to observe that on this view 1nquiry 1S 1mposs-—
1ble" 22 we meant, of course, "scientific 1inquiry", with
1ts experimental, verifiable, quantifiable basis
Russell's celebrated student, Tudwig Vittgenstein,
insisted that philosophy could seek to elucidate concepts,
and analyze any activity whatsoever, and thus for hinm
philosophy was seen as an activity, not a body of
doctrine Vhen within the worl of three prominent phil-
osophers we find such a divergence of views, 1t 1s not
surprising thet the area of netaphysical concepts of
1ndividuality has been subject to disagreement as well
Huston Snitn has reviewed the Vestern philosopnical
positions 1n a manner that simplifies the field for

us

Three epistenologies have dominated 1n the Vest
Roughly speakiny, they can be 1dentified with Plato,

18

Aristotle, and Pacon, and they differ i1in the i1nstrument

of knowledge--the noetic organ, we might call 1t--that

they consider decisive. Plato saw knowledge as
deriving from 1intellect, reason, and the sense,

Aristotle, from reason and the senses, Bacon, from the

sense onlE3 almost The progressive restrictions are
dramatic

V"hile we can discover philosoghers and schools who roughly

fall i1ntc one or another of these episterologies still
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arguing 1n the present, 1t was Bacon, with his 1nductive
methods, who set philosophy on the path of acconodating
science

As the seventeenth century dawned, the emergence of
the new criteria 1n science, art, poetry and philosophy,
signalled a "claim to a uniqueness rivalled only hy the
golden age of Greek phllosphy"z4 Although Galileo,
Newton, and other scientific i1nnovators established the
basis for "Modern Science", their minds, as Willian
Barrett points out, were "all solidly planted 1n the mind
of God " Rene Descartes, now seen as a founder of modern

Rationalism, formulated his cogito erco sum as a direct

intuition of the thinking self, and used the same formula-
tion to establish an ultimate ground for his theory of
‘nowledge and reality
Vhat makes many people feel that 1t 1s difficult to
know of the existence of God, or even of the nature of
their own souls, 1s that they Egver consider things
higher than corporeal objects
Descartes felt compelled to "split" the world into mind
and matter because of the emerging physical science, the
framework of which he was helping to create.
Thus the familiar qualities of our world--colors,
sounds, snells, and the rest——wereogo be replaced by
configurations of matter 1n space ~
Seventy-five years after Tescartes' death, Yant was born,
and his critical philosophy "laid waste the traditional

arguments for God and undermined theolob)'Q7
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Vi1illiam Barrett places Kant 1n the center of a "uway
of the Modern Vorld" as the philosopher who had the shape
of the "New Science" around hin Yhile he sees Kant
"securely within the piety of his place and time," Xant's
critique of the traditional proofs of God, and his
critique of the finite powers of mind, made him the father
of later pragmatism

Idealisn, Positivism, Analytic Philosophy,
Phenomenology, Pragmatisn and Fxistentialisn, 1n other
words the philosophic movements of the twentieth century,
all are fore-shadowed 1n Xant's thought As scientific

materialism became the very temper of the times, phil-
osophy turned from metaphysical speculation to verifiable
principles
71lliam Parrett characterizes the legacy of the "Mew
Science" of the seventeenth century as a '"paradox and an
irony"
The human mind was 1n the process of creating, 1n this
New Science, the boldest and most powerful 1nstrument
1n huiran history for coping with our material universe
The presence of mind 1s everywhere 1n the formation of
this science, and yet the results of this science were
to be alleged as evidence for some general mechanistic
view of the world, according 5% which the human mind
appears as feeble and unfree “°
If the human nind appears feeble and unfree 1n the stress
that 1s now laid on epistemology, as distinct from meta-

physics, this 1s because scientific materialism now

insists that beliefs nust pass certain narrow tests, and



explanations must be abstract and 1mpersonal
A philosopher-sociologist, Lrnest Gellner, thus con-
cludes scientific claims are 1npregnable

Ve have of course no guarantee that the world must be
such as to be amenable to such explanations, we can
only show that we are constrained to think so It was
Kan'ts merit to see that this compulsion 1s 1n us, not
in things It was Ueber's to see that 1t 1s historic-
ally a specific kind of mind, not human mind as such,
which 1s subject to this compulsion What 1t amounts
to 1s 1n the end simple 1f there 1s to be effective
knowledge or explanation at all, 1t must have this
form, for any other Sbnd of "explanation" 18
1pso facto powerless

If we were to accept such strictures from the world
of scientific naterialism and 1ts associated philosophies,
there would be little reason to consider the "human being"
as symbolized by ®rian Vay's diagram as significant or as
valuable other than as unit or type There would be even
less reason to consider the "inner 1life" of 1ndividuals as
of any 1importance In fact, the educator's ain would be
to limit, 1n as careful a manner as possible, all that daid
not encourayge the external, verifiable world of facts as
defined bdy science

Fortunately, the life blood of philosophy 1s argumert
and counter-argsument—-—-the dialectic--and the final meaning
does not rest with this narrow positivism Before con-
sidering twentieth century developments 1n metaphysics,
however, 1t would be wise to examine what religion has

said about the nature of human beings and the 1ndividual
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The Relationship Between "eligion and The Individual

The western religious tradition has been formed fromn
three great religions Christianity, Judaism, ana Islan
In each of these religions, Cod, Yahweh, or Allah, the
Supreme Deing, 1s seen as a personal God Tach of these
traditions has been 1nstitutionalized, and bound to a
specific creed Vhen Christianity dominated the West, 1t
adhered to a fixed theology, which i1ncluded a concept of
human nature Cn earth a human soul was 1ts own person
Its fallen state was to be redeemed through participation
in the faith, which was required to return to God Jhen
there were no questions which disturbed beliefs 1n the
nature of God, there were no cuestions to disturbd the
understanding of the self The 1ndividual soul had 1ts
significance through God

Joseph Canmpybell spealls of the concept of the unique
individual emerging within the courtly tradition, which

came with the {nights of the Tound Table mvthology As

the troubadors celebrated personal love, libido superseded

credo If the i1individual was to step outside the bounds
dictated by the conventions of the church, he could only
do so fron a new point of view originating with a new

30 Nuestions of dogma, church law,

self-understanding
and social convention could no longer be referred to the

ultimate authority

The energence of dissent within the Catholic Church
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gave further power to the concept of i1ndividuality
Luther's proclamation 1n 1517 was based on elevating the
importance of i1ndividual conscience, 'God's will' and the
'Bible' as sources of ultimate truth and this shattered
the power of the church hierarchy Fueled by the desires
of secular powers, the Teformation swept through Furope
As the concept of the fixed hierarchy crumbled, the con-
cept of the fixed, theologically objectified self also
crumbled "Then the Pope was no longer considered the
highest authority, the 1interpretation of scripture could
be the province of the peasant and artisan, as surely as
that of the scholar and theologian

The scientific and philoscphic advances of the seven-
teenth century had their effect on the educated laity, and
this further eroded faith 1n the older theological
doctrines Perhaps the greatest challenge to faith cane

later vith publication of Darwin's Origin of Species

(1859) and the Pescent of Man (1371) Vhen the Rible and

scripture became not an i1nfallible record of the origins
of the world and humanity but a collection of i1maginiative
stories from a pre-scientific age, the chief task for the
theologian became reconciling the new scientific findings
with traditional religicus doctrines Only Fundamentalist
Creationists have been unwilling to re-interpret the Bible
1n a wa) which accomodates evolution and religion, and so

the battle between science and personal 1nterpretation 1s



waged 1n the courts of the Western democratic world The
twventieth century has had to acknowledge the contradic-
tions 1n a secular society which still clings to vestiges
of Christian tradition as used 1n social ceremonies,
enshrinecd for the ethical and moral lessons contained
therein (as 1n court oaths, and public prayer), without
making a connitment to the underlying religion which
demands a "leap of faith" Yet some withain traditional
religi1ons have found a new dimension of faith 1n an
emphasis on dialogue and tolerance The ecumenical move-
ment 1s strong 1n most of today's churches Ve can see
this as mirrorinyg a democratic commitment to the right of
each 1ndividual to hold a perscnal, 1diosyncratic
religlious position It 1s the state that has 1increasingly
talen over frorn the church the role of moral arbiter and

guardian of ethics

The Relation Between State and Individual

Democracy or domination from abcve? The desire for
freedom and human rights has been a continuous force
throughout human history In the est, as the "divine
right of Yings" gave way to populations deranding control
of their destiny, the rise of democracy i1n all countries
has mirrored the philosophical principle that all persons

should have a choice 1n how they live and are governed

If pclitical despotism 1n Tastern bloc communist countries
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1s seen as the opposite of Vestern dewniocracy, the
principle of giving voice to the collective mass has been
the intention of Marxist-Leninism

The American constitution, with such stirring phrases
as "Ve hold all men to be created equal" may have been
only partially realized i1n the structure of Vlestern
society, nevertheless, 1t has been a scurce of 1nspiration
which has helped political systems to replace religious
precepts 1n giving voice to individual raights If we
consider the smallest political unit as the family, we can
understand the power of this 1dea Y1th the women's
liberation movement working to obtain political rights for
women, husbands and wives become, at least 1in principle,
equals 1n the eyes of the law "Childrens' rights" become
an 1ssue within families, and the domination of one, b,
another, 1s legislated against as a moral and social
wrong Increasingly legislation guarantees minorities
equal opportunities 1n work and education Everywhere
free choice has become an 1deal

Totalitarian regimes 1n any corner of the globe

receive the disapprobation of the world coamunity and even

1f our practices are still far from perfect, the
principles of i1ndividual freedow are taken to be morall,
correct Slavery and oppression are yielding to the
dreams of freedom and the 1deals of equality before the

law and equality 1n opportunity.
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A1l human groups can be analyzed using the termin-
ology of politics, with group structures discerned 1n
terms of hierarchy, laws, rights, and freedoms In most
educational settings, the model 1s not that of democracy,
but of a benign dictatorship This domination by the
teacher reflects a view of the student developing through
"transmission" of information In modern educational
practice, this dictatorial rule by the teacher 1s
changing, democratic decisions are made by the group, and
student rights are articulated as clearly as teacher
"rules" or laws

Brian Way's classroom model, with 1ts emphasis on
the 1ndaividual, moves to the forefront of educational
practice by asking the teacher to respond to the students
1in terms of their right to develop fully as human beings
through personal choice. The students must find their own
voice, and create their world i1n terms of an authentic
expression of the self. It 1s a model well-suited to the
democratic West but functions in a manner directly con-
trary to that of communist countries

The Marxist-Leninist message of social democracy has
had a patriarchial domination by the State, based on a
materialist conception of the universe. Born out of the
1dealist philosophy of Hegel 1n the late nineteenth
century, Marx posited a view which perpetuated the

collective voice as a manifestation of an objectified-



materialist realm which outweighed the importance of any
personal, 1ndividual reality The concrete, materialist
order must hold sway against originality and the "unknown"
as 1t emerges 1n i1ndividual consciousness Like many
creeds, Marxism holds that the duty of the i1ndividual lies
1in adhering to the collective voice. In Marxist-Leninist
thought the individual 1s subsumed 1n the collective It
1s necessary at this point to carefully examine the true
basis of the difference between those systems that value
the voice of the i1ndividual and those systems that honor

the collective first

The Concept of the Individual Contrasted With the Concept

of the Collective

Generalizations about world political systems reveal
that i1ndividual human psychology 1s reflected 1n social
patterns. Carl Jung made this forceful comparison of the
politics of the West and Marxist i1deals

It requires no special effort of understanding to see
where the Communist 1deology gets the certainty of 1ts
belief that time 1s on 1ts side, and that the world 1s
ripe for conversion The facts speak a language that
1s all too plain 1n this respect It will not help us
1n the West to shut our eyes to this and not recognize
our fatal vulnerability Anyone who has once learned
to submit absolutely to a collective belief and to
renounce his eternal right to freedom and the equally
eternal duty of individual responsibility will persist
1n this attitude, and wi1ll be able to march with the
same credulity and the same lack of criticism 1n the
reverse direction, 1f another and manifestly "better"
belief 1s foisted upon his alleged 1dealism What
happeneglnot so long ago to a civilized European
nation”?



The significant point for this discussion lies 1n contrast
between the conditioned 1ndividual within the collective
and the autonomous person who has the confidence to state
his or her own view of the world

Arthur Koestler has treated the question of the
pathology of war 1n a way that runs counter to certain
prevailing views about the innateness of human
aggression His view of the i1ndividual 1s 1n line with
Jung's assessment Examining popular theories that human
aggression and war come from an i1nnate drive and specific

territorialaty, Koestler concludes that humanity marches

to war with self-transcending "devotion"

It (war) 1s a depersonalized, quite unselfish kind of
savagery, generated by the group-mind, which 1s
largely indifferent, or even opposed, to the interest
of the 1individuals who constitute the group Ident-
1fication with the group always 1involves a sacrifice
of the individual's critical faculties, and an
enhancement potential by a kind of group-resonance or
positive feedback Thus the mentality of the group
1s not the sum of 1ndividual minds, 1t has 1ts own
pattern and obeys 1ts own rules which cannot be
'reduced' to the rules which govern individual
behavior.

Koestler attributes this human predicament to "the state
of protracted dependence of the neonate on 1ts parents,"
as well as inter-group dependence 1n early primate groups,

and the "various forms of bondsmanship within the family,

" For Koestler,

clan or trabe
The helplessness of the human infant leaves 1ts life-
long mark, 1t may be partly responsible for man's
ready submission to authority wielded by 1ndividuals
or groups, his quasi-hypnotic suggestibility by doc-
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trines and commandments, his overwhelming urge to

belong, and to i1dentify himself with tribe or nation,

and above all, with 1ts systeEBOf beliefs Brain-

washing starts 1n the cradle.

The 1ndividual 1n Koestler's vision 1s ready to sub-
mit to a collective will As 1n Jung's political
analysis, he or she may not have consciously renounced the

"eternal right to freedom" nor abdicated "individual

' but 1f those are not articulated

responsibilaity,’
positions of i1mportance 1in the i1ndividual's prevailing
culture, they may have little force.

The problem for society becomes that of strengthening
the 1ndividual 1n a manner that does not run counter to
other social beliefs Educational systems, which are
society's means of socializing the young, need to part-
1cipate 1n developing responsibility fully

Brian Way's approach 1s to insist the individual
choose within a structure of experience, which re-enforces
his or her personality and self, thus strengthening his or
her freedom As a method, 1t fosters i1ndependence of
judgement. As a parallel to certain directions 1n
psychology, 1t promises the individual within the
collective a sense of power This 1s directly 1in line
with Carl Jung's own emphasis on maturity coming through

1nd1v1duat10n, but 1t runs counter to some other movements

1in the field of psychology



How Psychology Views the Individual

As with other sciences, psychology has undergone a
sudden burgeoning power 1n this century The person most
commonly associated with psychological theory 1s Sigmund
Freud Unti1l Freud, modern psychology was chiefly
centered on conscious experience, Freud's psychoanalytic

theory brought 1n the unconscious aspects of personality

His systematic study of the unconscious presented a
structural model consisting of the 1d, ego, and superego,
an energy system fueled by sexual and other draives 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, 1s designed to uncover
the buried conflicts 1n the unconscious and 1ntegrate them

into the conscious ego

30

Freud believed that theology and religion are "bunkum",

his ultimate concern was the field of the visible and
1invisible realm as circumscribed by the human psyche As
LeShan and Margeneau observe

Most psychologists generally still hold to the belief

that someday, somehow, we wi1ll 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 view
monument ever built to this belief 5

Freud's analysis of the individual compared with the

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

zd as the greatest



discoveries and solutions of problems are only possible to

an 1ndividual working 1n solitude "33

Freud characterizes the psychology of groups as
credulous, open to influence, without critical faculty,
and with simple, exaggerated feelings It 1s "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 1s a horde
with a powerful leader 1n every 1instance 36

Freud held the notion that groups are at least par-

tially welded together as a result of their strong

and quasihypnotic attachment to a highly charismatic
leader The psychology of the leader 1s completely

different from that of the members The leader 1s a

completely narcisstic figure whose real and fantasied

physical and psychological attributes exert a power-
ful attraction and i1influence on the peer group
members Despite charismatic tendencies, however,
the leader 1s also viewed 1n more adaptive terms as
an expert problem-solver who 1s potentially capable
of resolving 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 1nfluence 1s always felt, even when she or
he 1s behaving §9 an outwardly nondirective and
passive manner

Freud concludes that the psychology of groups 1s the
oldest human psychology, and that the psychology of the
1individual emerges from 1t. Only by "withdrawing the
performance of intellectual tasks from the group and
reserving them for i1ndividual members" 1s the lowering of
intellectual ability to be avoided.

Freud's system of psychoanalysis was presented as a

complete system which could deal with all aspects of human

31
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behavior However, when we apply that system to the
emergence of the leader--to Freud himself--1t falters

What was 1gnored except as temporary lacunae 1in the
field of knowledge--small gaps to be filled 1in
later--was the fact that 1t was i1nadequate to account
for creativity or for the long, slow struggle up from
the caves that the human race has made Psycho-
analysis could not account for the beauty seen 1n a
sunset, for the genius of Mozart, for the opera that
Freud loved, or for his courage and his devotion to
huranity
Brian Way's concept of the i1ndividual can co-exist
with the Freudian model since Way makes no specific claims
as to what the ultimate ground of the i1nner experience of
the 1ndividual must be. Other twentieth century psycho-
logies would not be so sympathetic to Way B F Skinner
and Radical Behaviorism deny the relevance of 1inner
experience
For Skinner, human beings are controlled by environ-
mental conditions that can be discovered and specified 1n
objective deta1il While many contemporary psychologists
are only moderate behaviorists, since they include certain
internal determinants such as attitudes, cognitive
processes, and motives, B F Skinner and Radical
Behaviorists have a narrower view of humans
They do not look within the 1individual's psyche for
any of the causes of behavior, and they deny the
necessity of postulating states of mind or internal
motives for explanatory purposes Radical
behaviorists are able to describe with considerable
detail various observable factors that affect
learning, thereby buttressing their arguments that

humans are controlled by c1rcumstances35hat can be
objectively specified and manipulated
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Although Radical Behaviorism has been dismissed as
"s111ly" 1t has nonetheless affected to a surprising degree
ordinary thinking on 'being' and the individual's role 1n
society. The failures to predict and control behavior
have been taken only "as evidence that we did not yet know
enough to implement a correct theory"40

The belief that a "single system" of total explana-
tion 1s possible 1s 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 following an approach based on the
traditional Western belief 1n such systems, even though
their theoretical universe 1s still unmapped

Most criticisms of the i1nadequacies of such theories
have centered on the reductionist methods employed and the
lack of purpose 1n the universe postulated. Huston Smith
sees such theories as limited i1n four specific ways
intrinsic and normative values, purposes, ultimate and
existential meanings, and quality As he puts 1t

This account of what science cannot deal with 1s

resisted, but not, I feel sure, because 1t 1s untrue

Given the i1mportance of normative values, final

causes, existential and ultimate meanings, and

intrinsic qualities, the fact that science 1s no
closer now than 1t ever was to dealing with them
would seem to be clear 1ndication that 1t 1s not
designed for their 1nvestigation Yor science

to enter the domains 1t has thus far eschewed 1t
would have to relax the demands for objectaivity,



prediction, control and number from which 1ts power

1n quantitative domains derives . 1t 1s precisely
from the narrowness of 1ts approach that the power of
science derives An effective and restricted science

or one that 1s ample but does not enable us to
control the course of events much more than do art,
religion, or psychotherapv--we can define the word as
we wish What 1s not possible 1s to have 1t both
ways

When understanding and not mechanistic explanation 1s

the aim of psychological theory, there are many 1mportant
twentieth century psychologists who have offered 1nsights
into the human individual. Eric Fromm, for example, used
Spinoza's 1dea of "self-interest" as a virtue, and con-
structs his arguments to show that such self-interest does
not have to be "selfish"
The failure of modern culture li1es not 1n 1ts
principle of i1ndividualism, of self-interest, but 1in
the deterioration of the meaning of self-interest,
not 1n the fact that people are too much concerned
with their self-interest, but that they are not con-
cerned enough with their real self, not i1n the fact
that they aZS 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 1n
those around them A.H Maslow, a psychologist especially
interested 1n health as creativity and growth, sees "self-
actualized" people as being capable of democracy 1in a
deeper sense. According to him, they also are able to

have a more profound love for their fellow humans Petter

adjusted 1n every way, those who are "self-actualized"



exhibit higher creativity and ability to solve problems
In Maslow's study, he found self-actualized people to be
more completely "individual" than any group that has
ever been described and yet are also more completely
socialized, more 1dent1f1e23w1th humanity, than any
other group yet described
Other psychologists, like Carl Rogers, Karen 'lorney,
and Preston Lecky have all spoken of the necessity of the
1ndividual developing 1inner resources 1n order to achieve
maturity and sound interpersonal relationships One of
the most i1mportant twentieth century psychologists 1s Carl
Jung Since many of his 1nsights appear to have guided
the formation of the concept of the i1ndividual employed by

Brian Way, a separate account of his insights will be

given

Carl Jung on the Nature of the Individual

Jung was an early pupil of Freud, but broke with him
when he became dissatisfied with the notion that the
complexity of the unconscious could be explained 1n terms
of two basic drives His difference with T'reud begins
with their i1nterpretations of unconscious material

For anyone who, whether by temperament, or for phil-
osophical or religious reasons, cannot adopt the
standpoint of scientific materialism, the realization
of unconzzlous contents 1s 1n every respect a serious
problem

Jung saw that the psyche 1s something which "we can

n45

neither know nor pretend to know. Fe treats the nature
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'mind" without postulating that 1t 1s a metaphysical

enti1ty, or that "there 1s any connection between an

individual mind and a hypothetical Universal Mind" 46

Our psychology 1s, therefore, a science of mere
phenonmena without any metaphysical implications s
Psvchology accordingly treats all metaphysical claims
and assertions as mental phenomena, and regards then as
statements about the mind and 1ts structure that derive
ultimately from certain unconscious dispositions

We have no intellectual means of ascertaining whether
this attitude 1s right or wrong . Psychology

therefore holds that the mind cannot establish or
assert anything beyond 1tself.

As for those scientists who do assert that the
"ultimate ground" 1s to be discovered i1in the see-touch
world, Jung says

The conflict between science and religion 1s 1n
reality a misunderstanding of both. Scientific
materialism has merely introduced a new hypostasis,
and that 1s an intellectual sin. It has given
another name to the supreme principle of realaity and
has assumed that this created a new thing and des-
troyed an old thing Whether you call the princaiple
of existence "God," "matter," "energy," or anything
else you like, you have 2§eated nothing, you have

simply changed a symbol.

This does not mean that Jung 1gnores the positive
energy given conscious creation 1n collaboration with the
unconscious value assigned "the highest good". If we are
not concerned with whether the thing 1s "right or wrong,"
but only with "how things are 1n themselves" we can see

that

The datum which 1s called "God" and 1s formulated as
the "highest good" signifies as the term 1itself

shows, the supreme psychic value In other words, 1t

1s a concept upon which 1s conferred, or 1s actually
endowed with, the highest and most general 51g2§f1—
cance 1n determining our thoughts and actions
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Since the symbol has a value to the conscious mind,
1ts "collaboration of the unconscious" achieves a libido
charge that emerges as creative energy This 1s a point
where the "soul" can be said to be significant. 1In
Jungian psychology, the soul 1s "a clearly demarcated
functional complex that can best be described as a

n50

personality As such, 1t has an intermediate position

and 1s

regarded as a function of relation between the
subject and the 1naccessible depths of the uncon-
scious The determining force (God) operating from
these depths 1s reflected by the soul, that i1s, 1t
createglsynbols and i1mages, and 1s 1tself only an
i1mage

For Jung, "the i1mmense significance of such symbols"
can be denied "only by those for whom the history of the
world begins with the present day."

The moralistic and hygienic temper of our day must

always know whether such and such a thing 1s harmful

or useful, right or wrong. A real psychology cannot
concern 1tself with such queries, tgzrecognlze how
things are 1n themselves 1s enough.

In recognizing "how things are" Jung points out that
what emerges when the libido "dives down to the first
beginnings" 1s the symbol, a '"god-image, as history
proves"

Humanity came to 1ts gods by accepting the reality of

the symbol, that 1s, 1t came to the reality of
thought, which has made man lord of the earth,"23

This 1s the "common sense" viewpoint, advocated by

Henri Bergson and those philosophers who call on every
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human being to acknowledge that which 1s conscious them-
selves. Such pragmatism enables us to deal with those
concepts which are available for fuller explication
precisely 1n the manner that Way has offered us his con-
cept of the individual.

Carefully using our shared symbolic-structure--and
language--Jung offers a definition of i1ndividuality

By 1ndividuality I mean the peculiarity and singu-
larity of the individual 1n every psychological
respect., Everything that 1s not collective 1s
individual, everything i1n fact that pertains only to
one 1ndividual and not to a larger group of
individuals. Individualaity can hardly be said to
pertain to the psychic elements themselves, but only
to their peculiar and unique grouping and combina-
tion

Jung's definition for the 'individual' has an 1important
conditional provision

The psychological individual, or his individuality

has an a priori unconscious existence, but exists

consciously only so far as a consciousness of his

peculiar nature 1s present, 1.e. so far as there

exists a congglous distinction from other

individuals

For Jung, the "peculiar nature" of the individual
appears chiefly 1n 1ts complex formations. The conscious
process of differentiation or individuation 1s what brings
the 1ndividual to consciousness. Of course, the process
of 1ndividuation i1n Jungian psychology 1s a process which
can be facilitated by the doctor-patient relationship. As
a "development of the psychological i1ndividual as a being

n56

distinct from the general collective psychology 1t 1s



vital to maturation. Yhen the i1ndividual 1dentifies with

a group, or object, he has no "psychological individual-

1ty," but 1s merely a "collective psychology of conscious-

ness," The "unconscious 1ndividuality" can be then
projected onto the object, which consequently achieves

great value It can then act as a "powerful deter-

minant".2/ As a process of natural development,

individuation 1s all i1mportant

Individuation 1s a natural necessity 1nasmuch as 1ts
prevention by a levelling down to collective
standards 1s 1njurious to the vital activity of the
1individual Since 1ndividualaity 1s a prior psycho-
logical and physiological datum, 1t also expresses
1tself 1n psychogical ways. Any serious check to
individualaty, therefore, 1s an artifical stunting

It 1s obvious that a social group consisting of
stunted 1ndividuals cannot be a healthy and viable
institution, only a society that can preserve 1ts
internal cohesion and collective values, while at the
same time granting the individual the greatest
possible freedom, has any prospect of enduring
vitalaity As the 1individual 1s not just a single
separate being, but by his very existence presupposes
a collective relationship, 1t follows that the
process of i1ndividuation must lead to more intense
and broadeggcollectlve relationships and not to
1solation

The final phrase echoes Erich Fromm, and re-affirms
the findings of Maslow Far from being a self-centered
and subjective human being, the mature self, aware of
individualaty, 1s capable of entering 1nto richer group
relationships. The significance of this thinking for
education 1s obvious, 1t powerfully underscores Frian
Vay's presentation of drama method

Jung himself was deeply interested i1n the philo-
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sophical and psychological traditions of the East Since
1n some respects they offer a different vision of human
nature, and also because they have i1nfluenced the recent
interest 1n the study of consciousness, 1t 1s helpful to
consider their contribution to the growing philosophy of
the i1ndavidual.

Fastern Religious and Psychological Traditions Relating to

Individualaity.

Rabindinrath Tagore, the celebrated Indian poet,
expresses an 1dea of self 1n some ways similar to Jung's,
but with a poetic flair

The reality of the world belongs to the personality
of man and not to reasoning, which, useful and great
though 1t be, 1s not the man himself . Our
individual minds are the strings which catch the
rhythnic vibrations of this universal mind and res-
pond 1n music of space and time. The quality and
number and pitch of our mind strings differ and their
tuning has not yet come to 1ts perfection, but thexir

law 1s the law of the universal mind /e have also
seen that this relational world of ours 1s not arbait-
rary It 1s i1individual, yet 1t 1s universal. ly

world 1s mind, 1ts element 1s my mind, yet 1t 1s not

wholly unlike your world. Therefore 1t 1s not 1n my

own i1ndividual personality that this reg§1ty 1s con-

tained, but i1n an infinite personality

The great philosophical traditions of the East, such
as Zen, Buddhism, Vedanta Finduism and others have
increasingly filtered into Western thinking. In 1967,

when Brian Way's book was published, the Beatles brought

out Sargeant Pepper's Lonely Hearts Club Band, and made

their highly publicized visits to the liaharishi to learn

meditation. lieditation was not an easy concept for the
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Vestern mind to grasp Dictionaries defined 1t 1n terms
of "continued thought"--yet Westerners who experimented
with various yogas and spiritual practices discovered 1t
was not thought but a different mode or state of aware-
ness

The Christian concept of prayer, with 1ts subject-
object dualism, could not encompass the meanings i1mplicit
in this new meditative path, with 1ts emphasis on no-mind,
non-dualism and union with the One. In providing
techniques to the Vest for transcending the rational mode
of consciousness, Eastern religious practices led to
different models of human reality

According to Vedanta psychology, 1t 1s human accept-
ance of dualisms that lands us 1in the world of 1llusions
The true "Atman" (or soul, to use Western terminology) 1s
realized when the ordinary waking consciousness 1s peeled
back through i1ts various outer "sheaths"

Vhen this sheath 1s peeled away, the pure Reality of

the Center alone remains, absolute non-dualaity,

ineffable, i1ndescribable, Drahman-consciousness,
underlying the five sheaths and the three bodies

50
The underlying prainciple of Hindu creation 1s that every-
thing created possesses i1ndividuality.

This 1s not unlike the metaphysical theory of AN
Whitehead, who writes from the point of view of Vestern
understanding

Appearances are finally controlled by the

functionings of the animal body. These functionings
and the happenings within the contemporary regions



(1.e. environments of the body) are both derived from
a common past, highly relevant to both. It 1s there-
by pertinent to ask, whether the animal body and the
external regions are not attuned together, so that
under normal circumstances, the appearances conform
to natures within the regions. The attainment of
such conformation would belong to the perfection of
nature 1n such respect to the higher types of animal
life .. Ve have to ask whether nature does not
contain within 1tself a tendencg to be 1in tune, an
Eros urging towards perfection 1

The 1mportance of such thinking 1n relation to the concept
of the 1individual 1s that 1n such a model the discovery of
the "inner contents" of the self 1s not possible through
intellect. A major emphasis 1n the second half of this

"using" the various points on

thesis 1ncludes a method of
Way's circle of personality (especially the manner 1n
which i1nagination, concentration, the emotions, and the
senses are all given an "equal" importance to the
intellect) This consideration of the Eastern under-
standing of self 1s important to this material to be
examined later.

In postulating a "spectrum of consciousness'" beyond
the empirical model of Vestern science, Lastern insights
complement Western understanding

The levels that the West has heretofore 1gnored have

been thoroughly investigated by the Tast, and vice

versa. Thus the East has extensively explored those
paths leading to Absoclute Nounenon, while the Vest
has restricted 1tself to scientific 1nvestigations of
phenomenal psychology "fan, as Absolute Subjectivity
1s the Godhead--this 1s the concern of the LCast, man,
as an object of knowledge, 1s the phenomenal ego--

this 1s the concern of the West. Taken togsther they
span the entire spectrum of consciousness

b2
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Way 1ncluded the inner enrichment of drama as a
function of major significance and used the term
'stretching' to describe the challenge of using personal
resources fully for greater awareness and perception.

The words 'awareness' and 'perception' are used

advisedly rather than 'knowledge' and 'understanding'

for this factor of stretching 1s as deeply concerned

with emotional, sglrltual and physical growth as in
the intellectual ©3

"Tastern end" of the

Thus, 1n Vay's approach the
spectrumr of consciousness 1s emphasized, as 'awareness'
equates with the concept of meditation In the West,

art emphasizes aesthetic satisfaction, which overshadows

rational appraisal

The Individual 1n Art, and Aesthetic Experience

As subjects, humans have been depicted 1n painting
and related visual arts for millenia As cultural
activity, we can see art i1in the twentieth century groping
towvards new definitions of human experience When we

understand that art has a transcendent function, which

symbolizes to consciousness the entire range of human
experience, we can see how art can lead civilization 1into
future cultural changes.

F'or primitive humans, art may have pointed to the
magic relationship between hunter and prey, 1in the
classical period, art pointed to an 1dealized harmony of

being, through the medieval period, art led the explora-
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tion of humanity 1n relation to religious creed Today
the whole planet 1s a '"corporate art form," Marshall
McLuhan claims A work of art does not exist in a vacuun
It 1s the product of a total environment--a social and
cultural system--and parallel themes will be found 1n
literature, music and the other arts, as well as 1n the
philosophy and science of a period

If we consider painting as an example of art
expression, we can 1solate three i1ndividual aspects of the
total gestalt. There 1s the individual who produces the
work, the artifact of the created piece 1tself, and the
viewer who looks at the painting Within each of these
three "objects" (and the human-creator and hunman-spectator
are objectified 1n our examination), we can see the
twentieth century move toward the "personal"

As the patrons of art have changed, so has the artist
1n relation to the production of art work.

Today the artist 1s, with the exception of the

architect, characteristically on his own Fe

generally wgiks to please himself, and seldom on

commission.
The artist heeds fewer demands outside his personal
preference, but creates according to the dictates of his
individual wzill Formerly, the artist had a more clearly
defined place 1n society, and his creations reflected the
desires of patrons and the social forces 1n his environment

In the past, 1conography was generallv related pre-

dominantly to religion or p011t1cs6gr both, and was
therefore likely to be systematic.



The "style" of art was also determined by patronage The
Christian ethic, for example, demanded body coverings, and
nudes could be shown only when sanctioned by the demands
of the subject, as 1n a saint stripped 1n martyrdom In
this century, the artist has been moved by other con-
siderations. As Georges Braque, one of the founders of
Cubism, stated

I couldn't portray a woman 1n all her natural love-
liness I haven't the ski1ll. No one has I must,
therefore, create a new sort of beauty, the beauty
that appears to me 1n terms of volume, of line, of
mass, of weight, and through that beauty interpret my
subjective i1mpression. lilature 1s a mere pretext for
a decorative composition, plus sentiment IS ¢
suggests emotion, and I translate that emotion into
art. I want to expos%6the Absolute, and not nerely
the factitious woman.

Or from the artist, Fernand Leger
lever, until the i1mpressionists, had painting been
able to shake off the spell of literature The
application of plastic contrasts was necessarily
diluted by the need to recount some story, modern
painters have recognized that this 1s futile
tfi1s aim must be, not to 1mitate the new objective 1mage

of the visual world, but to achieve a purely
subjective sensitivity to the new state of things
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The artist as an individual now tunes himself to his inner
space. Since twentieth century technology and mass educa-
tion have given both means and methods to greater numbers
of people, there 1s not only a greater demand on the
individual artist, but a greater number of i1ndividuals who

can participate 1n the making of art. The nature of the

artifact that can be produced from this highly subjective
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freedom allows expression of greater individualaty The
contemporary plurality of forms and the diversity of style
attests to this subjective variety

Marshall McLuhan points out that in Medieval art the
1dea behind the work was important, rather than a psycho-
logical narrative which demanded rational, continuous
space Cartesian philosophy and the use of the new
science changed the emphasis of art.

In the seventeenth century, when a portrait turns 1ts
eye on the observer 1t creates a dualism that 1s

intended to be noticed The portrait becomes, 1n
effect, a self-portrait 1n which the subject 1s also
the observer of the painting The painting becomes a

mirror with, as 1t were, a psychological vanishing
point 1n the viewer

Perspective then becomes a "mode of perception" which
moves towards "specialism and fragmnentation" This frag-
mentation, !McLuhan says, developed 1n space and time,
poetry and painting, and served analytic observation In
the twentieth century, Cubism substituted "all facets of
an object simultaneously" for the specialized 11lusion of
the third dimension

Cubism, by seizing on 1nstant total awareness,

suddenly announced that the medium 1s the message

Is 1t not evident that the moment that sequence

yi1elds to the simultaneous, on%gs 1n the world of
structure and of configuration?

As the notion of content 1s dropped, there 1s no
longer a need to ask what the work 1s about. It 1s
primarily 1n the realm of the visual media that such

pattern-recognition has been demanded by the viewer. 1In
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other art forms such a question has not arisen, even when
highly original or divergent paths are taken McLuhan
says that 1n relation to the field of music, we have
retained a deeper sense of the unification of form and
function There 1s no need to question 'melody', even
when taste has dictated confusion about an artist's
production.

In other twentieth century media, understood as art-
form through our inclusion of the global definition of
McLuhan, we find a new vantage for audience participation
In the licLuhan canon, television 1s a low definition,
'cool' medium, with an 1conic mosaic 1mage that requires
completion by the viewer Our eye, our mind, fills 1n and
supplies the detail and meaning of the hazy screen 1mage
Thus television has ended the '"consumer phase" of American
culture Participation has changed the audience "Depth
involverent encourages everyone to take himself much more
seriously than before "’0

Harlet's existential question has been paraphrased by

Robert Anton Wilson "T V. or not TV" He uses this

' |

joke to remind us that "when 'I' and 'my world becone

one, 'I' an transformed utterly, as 'in a refiners' fire,'
as the mystics say"71
The links between art and religion have always been

seen to be at their strongest 1n the mystery of the

creative act 1tself, which confounds even the artist The
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process of creation can be observed, but 1t still eludes
understanding the 'birth' of the creative product
comnands our awe. A hallmark of artistic creataivity has
been originalaty, and a departure i1nto the unknown. What
connects us 1mmediately to the work 1s the degree to which
1t fulfills 1ts role 1n terms of tradaition. Vhen we look
at the poet's creation, we discover our shared participa-
tion. Palph Waldo Emerson has observed

The poets made all the words, and therefore language
1s the archives of history, and, 1f we must say 1t, a
sort of7§omb of the muses. Language 1s fossal
poetry.
This poetic extreme 1s made intelligible when we
examine the artist and his context
Thus environment--Nature and Society--furnishes the
context of poetry. But 1ts significance 1s 1n-
dividual, nor, I think, would the most enthusiastic
expositor of social origins credit the commune with
more than the favoring atmosphere, the exciting
occasion of song. .. Society supplies the milieu,
but the poetry 1s achievement of poets . . The
flash of i1ndividualism which 1n the far-off days
minted new 1magery 1n the mid-tremor 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 daemgg should ring louder than the tumult of
nultitudes
The florid language and poetic tone of the above passage
reveals 1ts author and his period (Hartley Burr Alexander,
Ph d, 1905) as surely as l!arshall McLuhan's elliptical,
terse prose marks his voice and day. We listen to their

voices, and receive their 'creation', and 1n this way

their i1ndividualism contributes to our social and personal
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evolution A rich multiplicity of viewpoints enables the

art consumer to respond to the heroic dimension of the

creator, and to fashion a personal vision with theair

shared 1nsights le 're-create' when we 1ntegrate and

synthesize their vision 1n ourselves

Yet what can the artist tell us? Saul Bellow noted

The i1ntelligent public 1s waiting to hear from Art
what 1t does not hear from Theclogy, Philosophy,
Social Theory, and what 1t cannot hear from pure
science, a broader, fuller, more coherent, more
comprehensive account of what we human beings are,
who we are, and what this 1li1fe 1s for. If writers do
not come 1nto the center 1t will Eot be because the
center 1s preempted It 1s not.’

The poet e.e. cummings attempts to direct young writers

to the basis of meaningful expression

A poet 1s somebody who feels, and who expresses his
feelings through words Almost anybody can learn to
think or believe or know, but not a single human
being can be taught to feel. UWhy? Because whenever
you think or you believe or you know, you're a lot of
other people but the moment you feel you're nobody
but yourself To be nobody-but-yourself--in a world
which 1s doing 1ts best night and day, to make you
everybody else--means to fight the hardest battle
which any human being can fight, and never stop
fighting. . Does this sound dismal? It 1sn't
I£'s s%e most wonderful life on earth Or so 1T

feel

The hero or heroine 1n myth, story, or real life 1is

always waging the birth of his or her own, true, authentic

self,

and we respond to that quest with recognition

e are suddenly threatened with a liberation that
taxes our 1inner resources of self employment and
1maginative participation 1n society. This would
seem to be a fate that calls men to the role of
artist 1n society. ... The social and educational
patterns latent 1n automation are_fhose of self-
employment and artistic autonomy.
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The second half of this thesis extends the 1dea of the
"artist 1n society" to the participant in drama and the
various possibilities implicit 1n theatre art Brian Vay
acknowledges 1n his text that Stanislavski's system of actor
training has influenced his choices 77 1n examining liargaret
Faulkes Jendyk's drama method, we wi1ll discover an overall
structure of twentieth century acting principles contribut-
ing to i1ts force. But now, as we follow Marshall McLuhan's
thought, we find we are led to a consideration of

technology and 1ts true parent science

Science and the Individual.

The dizzying progress of science over the last three
hundred years has created a torrent of change which would
drown Heraclitus As AN, VUhitehead observed

The rate of progress 1s such that an 1individual human
being of ordinary length of 11fe wi1ll be called upon
to face novel situations which find no parallel 1in
his past The fixed person for the fixed duties, who
in older societies was sy&h a godsend, 1n the future
w1ll be a public danger.’*

The real "public danger" for society 1s not the 1solated
individual, fixed in duty, but the possibility of
collective terror which 1s connected with our advanced
technology. As Arthur Koestler states the problem
From the dawn of consciousness until the middle of our
century man had to live with the prospect of his death
as an i1ndividual, since Hiroshima, mankind as a whole

has to live with the prospect of 1ts extinction as a
biological species.
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The Platonic 1deal of the philosopher-king has not been

realized 1n the i1individuals who are our leaders. The
world's population trembles as the i1gnorant lead the
1gnorant Scientific progress provides technologies which
outstrip human wisdom

The scientific view of man 1s offered by Buckminster
Fuller with a touch of 1rony

Man?

A self-balancing, 28-jointed adapter-base biped, an
electro-chemical reduction-plant, integral with
segregated slowages of special energy extracts 1in
storage batteries, for subsequent actuation of
thousands of hydraulic and pneumatic pumps, with
motors attached, 62,000 miles of capillaries,
millions of warning signal, railroad and conveyor
systems, crushers and cranes (of which the arms are
magnificent 23-jointed affairs with self-surfacing
and lubricating systems, and a universally
distributed telephone system needing no service for
70 years 1f well managed), the whole, extraordinarily
complex mechanism guided with exquisite precision
from a turret in which are located telescopic and
microscopic self-registering and recording range
finders, a spectroscope, et cetera, the turret
control being closely allied with an air conditioning
intake-and-exhaust, and a main fuel 1intake

Vithin the few cubic i1nches housing the turret
mechanisms, there 1s room, also, for two sound-wave
and sound-direction-finder recording diaphragms, a
filing and i1nstant reference system, and an expertly
devised analytical laboratory large enough not only
to contain minute records of every last and continual
event of up to 70 years, experience, or more, but to
extend, by computation and abstract fabrication, this
experience with relative accuracy i1nto all corners of
the observed universe. There 1s, also, a forecasting
and tactical plotting department for the reduction of
future possibilities and probabilities to generally
successful specific choice.

Finally, the whole structure 1s not only directly and
simply mobile on land and 1in water, but, 1indirectly
and by exquisite precision of complexity, mobile 1n
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air, and, even 1in the i1ntangible, mathematically
sensed electral "world," by means of the extension of
the primary integral mechanism to secondary
mechanical compositions of 1ts own devising, operable
either bv a direct mechanical hook-up with the
device, or by indirect control through wired or wire-
less electrical impulses

"A man," i1ndeed! Dismissed with the appellation "Mr
Jones"!

As we saw 1n our examination of the Radical
Behaviorists, man as machine 1s nothing unless we grant hin

consciousness, which must differ from brain actaivity

As an 1rcony of being-in-the world, the determinist's
bleak vision of humans 1s yielding to a new metaphysics born
from advanced research i1n science's most rigorous field,
physics. Physics brings i1n human mystery once more P.W
Bridgman, a physicist from Harvard, says

The structure of nature may eventually be such that

our processes of thought do not correspond to 1t

sufficiently to permit us to think about 1t at all

The world fades out and eludes us. . Ve are

confronted with something truly i1neffable. Ve have

reached the 1imi1t of the vision of the great pioneers

of science, the vision, namely that we live 1n a

sympatgftlc world 1in that 1t 1s comprehensible by our

minds

For some physicists, there 1s a "way out" fronm the
mechanical view of humans that was part of the science of
the last three hundred years. This way out lies within
boundaries of the new physics. LeShan and !largeneau claim
science can lead us 1nto the new consciousness.

The heart of the very rapid evolution of science and

of the "age of transition" 1n which we live 1s the

growing awareness88f how we 1invent as much as
discover reality.



Cartesian dualism has fostered a science which can

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

useless 1n the study of the inner world, the res cogitans.

The physics which LeShan and Margeneau describe 1n detail
shows that the concept of different realms of experience
having different metaphysical frameworks 1s perfectly
compatible with a new concept of consciousness
There 1s growing evidence, and an 1increasingly
serious search, for modes of experience such as
mystic states of consciousness, the attitudes reached

through yoga and meditation, hypnotic awareness and
dreams that are as human, and 1n their own ways as

veridical as physical or sensory reality These
modes of experience have been aptly called alternate
realities. They require an analysis of consgéous—

ness, perhaps 1n a manner not yet attempted

LeShan and Margeneau make use of Heisenberg's

Uncertainty Principle to construct a model that allows for

uncaused atomic events, thus making possibile genuine
chance and even '"free w1ll".

Physics thus makes understandable the occurrence of
chance, of true alternatives upocn which the course of
events must seize. Physics alone, 1n 1ts present
state, can account for unpredictable, erratic human
behavior Human behavior 1s more than chance. It
joins chance with deliberate choice But 1t needs
the chance. So long as science can say nothing about
this active, decisive, creative element called
choice, 1t has not fully solved the problem of
freedom. Our proposed solution 1s simple. We 1invoke
mind, or consc1ousnes§4 as the independent agency
effecting the choice

Most of us must depend on "common sense'" when we
invoke human consciousness as agency. HYowever, for some

whose domain 1s science, 1t may be reassuring to know that
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"physics alone" can give satisfactory reckoning of human
behavior. Our common sense may have allowed us to see
that apparently '"neutral" science employs value-laden

packaging, when employing reductionism, (explaining a

higher value 1n terms of a lower), or i1n depending on

randomness to satisfy the creative requirements of the

lona Lisa and our minds Where purpose or goal 1s said
not to be an 1ssue, conclusions are 1nescapable "
refuse to believe that God plays dice with the world,"
declared Zinstein, noting his own metaphysical bias

In mathematics, at the same time that the Heisenberg
Uncertainty Principle was shaking classical physics, Kurt
Godel formulated the "Incompleteness Theoren" which states
"1t 1s 1mpossible to establish the logical consistency of
any complex deductive system except by assuming principles
of reasoning whose own 1nternal consistency 1s as open to
question as that of the system 1tself."8d

If 1n the case of both the physical and mental world,
we are unable to find the common ground, what has been
left out 1s the See-er, the 1ndividual who has divided hais
consciousness 1nto the subject-object dualism of the
mind's dialectic. Only the state of pure consciousness
which transcends mind (the "no-mind" of the East) can
encompass the whole. In the state of pure consciousness

one 1s 1n unity with gods, or God and the One
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Summary of the Discussion Thus Far

Carl Jung wrote these words i1n 1961, only months
before he died

THE INDIVIDUAL IS TIHE ONLY REALITY

The further we move away from the individual toward
abstract 1deas about Homo sapiens, the nore likely we
are to fall into error In these times of social
upheaval and rapid change, 1t 1s desirable to know
much more than we do about the i1ndividual human
being, for_so much depends upon his mental and moral
qualltles.06 Emphasis Added]

We have looked at the definitions of the individual
found 1n ordinary language and their limitations, at Brian
Way's concept of the individual, at some of philosophy's
postulates about i1ndividualaity, at the relationship
between religion and the 1ndividual, at the relationship
between state and the individual, at the contrast between
the 1ndividual and the collective, at the manner 1in which
modern psychology has viewed the individual, at Jung's
special vision of the individual and his relationship to
the world, at Eastern traditions relating to individual-
1ty, at the i1ndividual as found i1n art and aesthetic
experience, and at how science sees the i1ndividual In
all of these domains we have seen the centralaty of
individual consciousness as 1t relates to the created
order.

Such a conclusion should cause each one of us to take
cognizance of the truth about our own consciousness. As

long as we dwell on the periphery of our being--1n



intellect alone--we cannot experience this truth as whole
beings.

The Lastern mystic, Bhagvan Shree Rajneesh, has clearly
stated the problem which arises with i1ndividual self con-
sciousness

With man, the natural, automatic process of evolution

ends Man 1s the last product of unconscious evolu-
tion. With man, conscious evolution begins
i Now man becomes free to decide whether to

evolve or not to evolve. Unconscious evolution 1s
collective, but the moment evolution becomes con-
scious 1t becomes 1ndividual Consciousness creates
individuality. Before consciousness evolves, there
1s no individualaity. Only species exist, not
individualaity. Then evolution 1s still unconscious,
1t 1s an automatic process, there 1s no uncertainty
about 1t Things happen through the law of cause and

effect Existence 1s mechanical and certain. Dut
with man, with consciousness, uncertainty comes 1nto
exlistence Now, nothing 1s certain Cvolution may

take place or 1t may not. The potential 1s there,

but the choice will rest entirely with each

1nd1v1dual.n%That 1s why anxiety 1s a human

phenomenon.®

In other words, when we acknowledge our self-
responsibility, we can choose and, 1in each choice, realize
wve are creating ourselves. Ideologies which promise an
escape from i1ndividual freedom to collective responsibil-
1ty deny the burden of self-responsibility It 1s only
when we accept this burden that we begin to grow and to
evolve

Brian Vay has addressed the i1ndividual teacher 1in his

book, Development Through Drama. He has suggested that

human development must start not only with the concept of

the i1ndividual applied to the students in the group, but
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to the teacher as well
Ultimately there may be only one goal, but the means
to that goal are manifold and i1ndividual, depending
on where you, as teacher, are, and growing out of the
particular bond you have made with the children or
young people you are helping to develop.
The compassion that arrives with self-responsibility 1s the
love that enables the individual teacher to consider,
without i1mposing any creed, the i1ndividuals 1in his or her
care.
Aldous Huxley examined the question of education by
looking at "knowledge"
Knowledge 1s a function of being. VYhen there 1s a
change 1n the being of the knower, there 1s a corres-
ponding change 1in the nature and amount of knowing
For example, the being of a child 1s transformed by
growth and education i1nto that of a man, the result
of this transformation 1s a revolutionary change 1n
the way of know1n§9and the amount and character of
the things known.
Such a view does not deny the possibility of a wade
variety of "knowing" Such a transformation 1s promised
when we allow a focus on any one of the points on the Way
circle We bring the i1ndividual to the "wholeness" of
being.
The assumptions Brian Way has used 1n building his
concept of the 1individual depend on a vision of human

possibility that 1s not supported by a specific creed, but

addresses both the res extensa (external world) and the

res cogitans (internal world) as being of equal i1mportance

1in line with the highest psychological i1nvestigations of
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this century By 1nsisting on experience as more

importent than information, Way reinforces the notion of
awareness as giving us more than intellectual apprehension
alone His vision 1s a democratic one, a vision which
places the possibilaty of creativity in the province of
each i1ndaividual. In this model, the self-actualized
individual 1s not 1solated but draws from the circles of
the environment around him. Brian Vay's concept of the
individual can be accorded value 1in the light of personal
consciousness and intuition. It 1s a practical compass
for the i1ndividual teacher to employ when approaching the
development of students. It 1s this compass that llargaret

Faulkes Jendyk employs 1in her teaching of drama
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THE DRAMA UORK OF MARGAPET TAULKES JLENDYK

Margaret Faulkes, Indavidual

Margaret Taulkes came to North America in 1965, as a
visiting lecturer 1in Creative Dramatics and Children's
Theatre at the Universaty of Washington, Seattle There,
she also directed at the 11 0'Clock Theatre for Children
that was held at A Contemporary Theatre 1in Seattle She
was at the Holiday Playhouse i1n Vancouver in 1967, working
as an administrator for the trans-Canada Centennial
Production, 1instructor of Creative Drama courses, and
director of Children's plays, and had accepted an
appointment for another summer 1n Seattle at 11 0'Clock
Children's Theatre, when an 1nteresting request was made
to her. The University of Alberta faculties of Arts and
"ducation wanted her to fi1ll a joint appointment. She
would be on her own, free to develop and teach courses
related to drama with children and young people In her
first year she would offer courses 1n Acting, Creative
Drama, Education Curriculum and Instruction in Drama, as
well as supervising student teaching. And so, 1in
September of 1967, Margaret Faulkes was appointed Assistant
Professor i1n the Department of Drama at the University of
Alberta by the Department Chairman, Gordon Peacock Her
appointment came 1n response to requests from the drama

community for a representative of the "new" drama
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experienced by local teachers at workshops with Brian Vay,
from pressure brought by the Fine Arts Committee for drama
in the province's elementary schools, and from a depart-
nental need to expand 1ts staff and programs recently
focussed on a new B F.p degree ilargaret's appointment
was a success. Her talents, abilities, and energies found
a wide field for their exercise 1n the University, and
beyond 1in the larger community. The Drama Department
gained a dynamic leader who revolutionized drama education
at every level 1n the province of Alberta It was a case
of the right i1ndividual being 1n the right place at the
right time.

Her background had prepared her well As a child,
she was fascinated with theatre and played director with
her brothers and sister, later staging plays when she was
a student at St Cecilia's School 1n Hinckley, England
After matriculation at Penrhos College, Colwyn Bay, she
auditioned to go to the Royal Academy of Dramatic Art an
London, somewhat surprising her parents no-one 1n the
fami1ly had previously chosen to "do art". Vhile a student
at the academy she worked as an lecturer 1n speech 1n
secondary modern and grammer schools, and i1in the summers
as i1nstructor of drama at Lougnborough College. Her
interest 1n teaching drama was piqued by these
experiences, and 1n 1947 she decided to attend a Drama

Conference that was being advertised in London.



The conference pulled together all the leading people
in the field. Peter Slade, Drama Advisor for the
City of Birmingham and Director of Lducation, already
possessed of a strong reputation within drama circles, was
the keynote speaker A handsome, aristocratic Englishman,
Slade had been a true "theatre-person'", active as actor
and then director. He had been 1injured 1n the war and
passed several years at home, observing his two children,
and watching their development. He became i1nterested in
education, especially 1in the experiments of Professor
Cizak, a Czechoslovakian who had written extensively on
chi1ld art. This led him to other child art experiments
being conducted 1n Europe, and to the writings of Herbert
Read and !Marion Richardson Slade made connections to his
own experience 1n the theatre, and saw links 1n the work
to Piaget's theories of development He began to work
with children and became the Director of the Tducational
Drama Association of England.

Other leading drame figures, amongst them Maisie
Cobby, were making presentations at the conference. There
was a post-war stairring of creative energy, a sense of
rebuilding life 1n a positive way. llargaret sat 1n the
dark auditorium and heard a stranger, the Director of the
West of England Children's Theatre Company, rise and tall

about the manner i1n which his group had i1ncorporated the

spontaneous participation of unsophisticated rural
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children into the Company's productions. The group had

been founded 1n 1942 Since 1t was subsidized by the

Local LCducation Authority, the company was required to

take their presentations 1into 1solated, tiny schools,

some that lacked even electricity In the i1ntimate,

simple form of staging they had devised, the children,

most of whom had never seen any form of theatre, becane so

involved 1n the action that they interrupted the perfor-

mance with directions and i1nterjections--a participation

that came from 1intense, sincere 1nvolvement A director

concerned with the shape of his product might have worked

at controlling such participation, or taking steps to

avoid 1t, but the response of this director, Brian Yay, had

been to search for means to use the children's participa-

tion and to reshape his theatrical offerings to allow for

more, and planned, participation. The full, i1maginative

experience of the company's productions was now extended

to the child audience 1n what came to be known as 'participa-

tion theatre'.99
The change 1in emphasis from theatre as product to

theatre as process impressed lMargaret. 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 Royal Academy of Dramatic

Arts. Suddenly and intuitively she felt that drama

experiences could be understood i1n a different way, that
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meaning came from response "orkshops 1n 1mprovisation
with Peter Slade and Maisie Cobby i1ncreased her enthus-
1asm, she returned to the Leicester schools to try
improvisation with her own classes

She soon found herself i1n difficulty trying out new
techniques and made a trip to Birmingham to meet with
Peter Slade Slade didn't believe 1n fornulas but in
individuals. His advice was simple "Find your own way "
Margaret realized that meant allowing the children in her
classes to find their "own way" 1nto their work too
Feeling a need for more experience, she directed a letter
to Brian Vay and requested an audition with his company
To Brian Yay she was "another bloody teacher" who wanted
1n. But Margaret was bringing with her the germ of a new
understanding that the central 1ssue 1n all work was the
individuals 1nvolved 1in the process. She became a member
of the company

From 1949 to 1950 Margaret worked within The West
Country Children's Theatre Company, touring schools of all
kinds as well as youth clubs. The company 1ncluded
participation 1n programs for young people of all ages,
and methods continued to be refined to ensure an effective
framework for audience spontaneity.

Now certain of her personal direction, Margaret
returned to the classroom as a Speech and Drama specialist

at Hinckley Secondary School, her hometown. Then, 1n
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1952, she went to London to get a Teaching Certificate
from Lendon University's Goldsmith College and with her
certification she took up a a teaching position at West
Ham Secondary School.

An article by the young teacher appears 1n the Autumn

of 1953 1n Creative Drama, the publication of the

Educational Drama Association Mlargaret 1s also listed on
the masthead as Group Secretary for London Margaret's
article, 'Becinning Drama in a Secondary Modern School’,

1s significant for 1ts attention to the details of her
situation The children, a group of more than six hundred
1in a depressed East End location crowded into the
1904 ramshackle school building, casually speak of
"the debris" on the bombsites that litter the neighborhood
There 1s empathy for the children who have faced disloca-
tion and frequent staff changes, (brought about by
discouraged, disgruntled teachers who want a more pleasant
environment). Margaret notes
The Stadium and the Cinema are frequently visited,
for, 1n recent years, a stable payroll has taken the
place of irregular and uncertain wages, and this new
securltglhas caused recklessness i1nstead of enforced
thrift.
Margaret begins the article with an injunction fron
Peter Slade
Always be sure when you enter the classroom that you
know what kind of experience you intend the children
to have, will 1t be a Theatre Experience, an

opportun15§ for out-pouring, or perhaps some Social
Training.



This child-centered approach leads to experiments 1n
"breaking down certain resistances" and '"getting response
to sounds." Margaret sees results after ten weeks work by
observing the students growing enjoyment, their absorp-
tion, their relaxed movement, their requests for work, and
noting certain "difficult" cases who have shown develop-
ment Happily, 1magination, co-operation, and organization
1s now evident 1n group work boys and girls mix, founda-
tions have been laid and "opportunities for many different
experiences can gradually be offered." A quote under-
scores her concern for the individual child

It 1s 1mportant to state here that the writer, having

had experience both as Drama Specialist and as Class

Teacher, 1s firmly of the opinion that the Specialist

1s at a real disadvantage for 1t 1s 1mpossible to have

conplete knowledge and understanding of each child's
needs, 1§3he or she 1s met only during the drama
lessons.

The article concludes with a note on the teacher-
chi1ld relationship, "a most vital factor in Cducation, and
not least 1n Drama", where "growing confidence and faith
1n each other form the surest foundation for 11fe 1n the
school and the serious business of education."2*

Cager to continue the experiments that had begun 1in
the West Country Children's Theatre Company, llargaret and
Brian Way sought out space to continue work 1n i1mprovisa-
tion. A studio was discovered i1n Swiss Cottage, a band of

out-of-work actors gathered, and soon Monday nights became

the regular meeting time for those who wanted to do
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improvisations. As the only member with a steady salary,
Margaret undertook the lease Peter Slade came 1n to
direct polished i1mprovisations and his theories spurred
the others As the company developed, Prian Way was
inspired to do a showcase, based on Dorothy L. Sayer's

The Man Born To Be King Influenced by Tyrone Guthrie's

earlier experiments, 1t was presented 1in the round
Maisie Cobby, then Drama Advisor for London County
Council, saw 1t, liked 1t, and suggested doing a show for
children which her influence would help support

95 yas produced for the new company It was

Pinnochio

produced 1n the semi-round and ran for three weeks

Margaret designed costumes, choreographed dances, helped

to build sets, and paid for production expenses out of her

teacher's salary. Theatre Centre had been born in London, 1953
Brian Vay reflected on Margaret's contribution to

Theatre Centre 1n the forward to his 1981 book, Audience

Participation

She built up the administration of Theatre Centre's
tours to schools from a mere few weeks with a single
company to a peak when seven companies visited over
3,000 schools and performed to about one million
children and young people 1n a single year. In
addition to this administrative work, she also helped
to plan and develop the long tern experiments with
audience participation for all age groups, drawing on
her own expertise as a teacher of drama She also
designed costunes for the majority of the plays,
directed mnan, productions and was responsible for all
choreogranhy. She was one of the most significant
pironeers cf Children's Theatre, the open stage,
audience participation and Theatre i1n Cducation and
leisure, and she has continued similar work 1n North

America, particularly i1n terms of training university
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students. 20

As Theatre Centre flourished, 1t added a lecture and
workshop service which focussed on educational drama
Colleges employed Theatre Centre to give workshops 1in the
new form and 1t received support from various foundations,
education boards and councils. The national and
international educational establishment became 1i1nterested
1in Theatre Centre experiments during this period, and 1t
was acknowledged as a vital force 1n drama Invitations
extended to Brian Way, the artistic director, made the new
form of drama known i1n Canada, Australia, the U.S A., and
other parts of the wvorld

In 1965, when Margaret Faulkes was 1nvited to come to
Seattle, she was asked as an active creator of a
philosophy which could, and would help resnape current
North American educational practice. Edmonton, Alberta,

became her home and centre from 1967 onwards

The Student as Individual

One of the students that largaret Faulkes helped
register 1n her first week at the University of Alberta
was a girl who was transferring from a General Arts pro-
gram 1nto Zducation, with a Drama Major. Confused 1deas
about future possibilities, opened by this change, whirled
through the girl's head. She saw herself going into high

school classes and staging performances similar to those



68

she had conducted with her fellow students 1n her own high
school years. A pastiche of skits, monologues, and 1ideas
gleaned from her limited theatre background gave her no
reassurance that she knew where to begin. Two years 1in
the Drama Department had i1ncluded acting 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 attempted (Blanche du Bois 1in

A Streetcar Named Desire, Veronica 1n Ghelderode's Vomen

at the Tomb, the Nurse 1n Bessie Smith, and an Irish lass

in Synge) had left her exhausted at the distance between
her 'characterizations' and the "demands of Art" How
could acting be taught? She felt more confused than she
did when she began her training At registration, she met
the new i1nstructor, Professor Faulkes and enrolled 1in

Drama 251 and Drama 320 97

A Space Where Anything Can Happen

In 1967 Studio classes at the University of Alberta
Drama Department were held in a high-ceilinged, black-
painted, rectangular room 1n the old Corbett Hall Room
310 was a shabby, friendly place. A good light board,
rostrum blocks, and a few chairs were scattered around the
perimeter Margaret Faulkes' new office was kitty-corner

down the hall. Drama 251 would begin 1n this space
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The Drama Session

There were eighteen students 1in the first 251 Drama
Class, the meajoraity, as usual, girls. Most of the
students %new each other, at least by sight, as they
walked 1nto the first day's classes--llargaret Faulkes was
the unknown quantity Five feet six, hair styled in a
severe but flattering short bob, Margaret appeared much
taller than she actually was when she entered the room
An erect posture and an elegance of simple style
("Remember to dress pleasingly, your students must look at
you'"), contributed to the impression of calm good humour
and unhurried ease. Margaret's voice was a marvel
crisp, precise, Lnglish, a theatre voice that projected
undertones around the cave of Room 210 The usual fairst
day fuddle students coming 1n late, lost, class list
amendments . and THIN!

"Find a space for yourself." The light board was
activated, pools of colored light swam on the floor, and
the session started There was a chance to ease oneself,
shoes off, lying on the back. Cutting through the day's
concerns, a new kind of awareness coming 1n, listening.
(The space outside the room, the sounds i1nside the roon,
cathedral quiet, the almost 1mperceptible sounds of one's
own breathing, living, breathing, wonderful, alive, rich

space.) There was movement and stretching and music and a



clear set of directions for every step of the work, no
fear of failure, no expectation of praise There was the
rhythm of fast movement around the smooth floor of Room

210, Sandy Nelson's Birth of the Beat, and 1deas flowing

fast 1in pairs, groups and an exciting enactment. The
student, worry washed away by the sheer enjoyment of the
dance, forgot the regular rules of correct conduct and
revelled 1n the freedom of 'the drama game'.

After four weeks of practical work, Margaret Faulkes
moved the group to desks 1n a conventional classroom. On

the board was a diagram

98

"Brian Way's book, Development Through Drama, 1s being

published in December. Here's a diagram of the person
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that he uses 1n 1t This 1s how the work we have been
doing relates to the diagram." REVELATION!' The student
1s astounded at the elegance of the equation. Of course!
She felt a thrill of total comprehension.

Where listening had been an intense experience, she
had been making a connection to her own awareness through
her sense of hearing, where the exploration of the space
in the room had been pushed, through music, to a larger
pattern, her body responding in terms of & given directive
to "find big shapes", she had been finding awareness of
her body 1n space, where relaxation exercises had found
her moving down through the levels of the day's concerns
to a place where the only reality became the feelaing of

body weight on the floor, she had been moved through that

awareness to the consciousness of herself. The unifying

principle 1n all drama work was the experience of the self
through awareness, the unifying principle of the living of
life, of being 1n the body as a human being, was to be
aware of that phenomenon.

The diagram was an intellectual construct that gave

form to her i1intuitions about her "formlessness" in life
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Nothing else had prepared her to look at her own awareness

of herself 1in this way As the 1ntellect accepted the
reality of the symbol profferred by Professor Faulkes on
the classroom blackboard, the meanings implied were

connected to the drama experiences of self-awareness, to
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her awareness of self using intellect 1n that classroom at
that moment, to an understanding of the way in which all
human consciousness related to the nodel of the
individual. All who possessed bodies could be aware in
their bodies as she was 1n hers!' But how had this aware-
ness been delivered?

On the periphery of the i1nner circle of the self
there was pointed out, as number one, concentration

"There 1s no real significance i1n the placement of the

numbers," Professor Tlaulkes was saying, "work can begin at
any point on the circle " CONCINTRATION Awareness was
concentration Concentration was awareness. It was a

satori of enormous personal 1mportance

The History of the "New Drama"

Reflecting on Margaret Faulkes Jendyk's history 1n a
19883 1interview, David Barnet, Chairman of the Drama
Department, saw the problems she had faced i1n 1967 as
enormous.
This philosophy didn't exist before Margaret arrived
here. She didn't just create a different progranm
Before Margaret, nobody saw pedagogy was pr8§ess, that
the principles of process were development.
When David Barnet was appointed to the Department 1in
1972, he came to the new "Special Division" Margaret had

created, to help deal with the mushrooming crowd of

students who wanted to take the new progranm There were
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the B Ed. (DPrama majors), B Td elementarv teachers, the
B A Drama majors, special students, and a host of others
from a variety of faculties and disciplines who saw these
courses as useful to their own development. David Barnet
acknowledges his debt to her influence

WVhat Margaret helped me create was a coherent struc-

ture, an articulated philosophy. She said, "these
people are of equal value, all humans are of equal
value " . After meeting her, 1t was the last time

I pursued the theatrical rather than pursuing the

meaning

From a point of practical work, the first stage of
Margaret's process had stemmed from the moment where she
had first seen the primacy of the i1ndividual's response at
the 1947 London Drama conference, through the years of
experiment at Theatre Centre 1n London The second stage
she herself sees as dating from an equally chance moment
in Seattle.

In 1965, [Dr ] Greg Falls [Director of the School of

Drama] met me on the staircase two days after

I arrived there and asked, "What 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 psychodrama "

I was shocked. I knew emotionally what I was doing,

but I dldTbﬁ know 1ntellectually. That was the
catalyst.

As co-founders and co-directors of Theatre Centre,
Margaret Faulkes and Brian Way had shared a vision and an
approach to drama, but 1t was Peter Slade and Brian Vay
who had 'theorized' Now Margaret sought reasons for her

own work 1in order to codify 1t. She didn't zo back to the
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words of her brilliant associates, she asked herself why
she was doing what she did, and why she believed every
statement that emerged as theory. An article i1n the 1965
newletter of the American Children's Theatre Conference
shows her grappling with the 1ssue as she talks about
differences between the Fnglish and American creative
drama movements.

If one 1s developing creative drama as an art form or
teaching the art of theatre, then, end results are
looked for and must be looked for 1f the purpose 1s
to be achieved. If one 1s developing people, then,
patience 1s perhaps the most necessary i1ngredient,

together with a constant awareness of the right
moment for introducing the next experience. Whatever
the method of approach or the philosophy or the

reasoning, the purpose 1s of prime 1mportance 188
lknow what we are doing and why wve are doing 1t

Margaret's article 1ncludes a statement about the differ-

ences between the English, Creative Drama, and the

American Creative Dramatics, ("Drama" as "to do" from 1ts

Greek root, i1mplying a broader field than dramatics with
1ts emphasis on performing or producing plays ) An edit-
orial alongside the article considers a name change for
the Children's Theatre Conference which will convey "that
our organization includes both creative dramatics and
theatre for young people." The two 1tems direct attention

to the way 1n which language and labels affect 1issues.

Terminology Shaping History

As the pioneer of the new drama movement 1n England,



Peter Slade had deliberately named the work, "Child
Drama", and made that the title of his 1954 text, edited,
arranged, and introduced by Brian Way. As Brian Way
noted

Peter Slade 1s the first person to point out that

there exists a Chi1ld Drama, an Art Form 1n 1ts own

right with 1ts own shape and development, just as

Prof. Cizek drew attention to the Child Art of

painting.

This i1mportant distinction made "the discovery of
life through i1maginative play" an element to be reckoned
with. For Slade, the recognition of the significance of

Ch1ld Drama as art form was needed "as the balancing

factor 1n a full arts--or even 1n any sensible--

education." Slade's observations led him to conclude

There are two main types of actaivity 1n Man In
children these show 1n their play they are
Projected Play and Personal Play. Projected Play 1is
where the child projects 1deas out of his mind 1nto
situations outside himself and makes objects such as
dolls, puppets and bits of stick live, organising
patterns the while .. .. Personal Play 1s where the
person takes on the full responS}B%llty of doing
things or for being a character.

This statement acknowledges the importance of the
chi1ld's i1nstinctive experiments i1n life experience, and a
human universality of innate form. Peter Slade observed
the sideways shove of the baby's foot that created the
"first obvious sign of the circle or ring shape" which
"takes so important a part in all Child activity and

nl05

primitive communities. Using 1nformation from exper-

imental psychologists, he saw this physical movement of

(i)
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the baby as "centre" of his own world as a first pattern
of physical ego-distinction between self and environment,
with obvious connections to the free use of space 1n later
years. Slade makes 1interesting extensions to the actor's
use of the circle, to Stanislavski's "circle of attention"
1in adult artastry, and to Jung's study of the circle as

symbol, noting i1n his seminal text, Child Drama that while

"we do not attempt to delve very far 1nto the matter at

' 1t was 1mportant to note "that the circle and

this stage,'
1ts 1mplications are connected with something of inner as
well as external 51gn1f1canceﬂdO6 It 1s an i1important
point and the basis of the whole question that Slade's
work suggests What 1s the 1deal balance between nature
and nurture 1n educational work? Slade's work grants
validity to human beings and instinctive experience It
has 1mportant corollaries 1n the granting of significant
experience on the i1nternal plane to developmental phases
at a later level of experience. Slade also described the
"blah-blah" talk of babies as showing the child's "joy 1in
sound" as a musical, emotional approach to language
development, pre-figuring the work of Noam Chomsky and
others. Such compassionate observation of the child-as-
he-1s reinforces the recognition that "drama 1s doing" and
1s the basis of natural development.

As an actor, director, and theatre-person, 1t was drama

educators to whom Slade addressed himself with his
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discoveries, although he continued to emphasize that "drama
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

Dreama 1s natural behavior. I just wrote of what I

had observed, then began to make more and more

suggestions about what to do to enrich and develop
this wonderful god-given thing that so many people
disregard--largely by being afraid of things

"childish", forgetting that education 1s 69 do with

the child, not with adults being clever 1
In the early fifties, Slade's work was recognized, and his
term, Chi1ld Drama, sufficed for the work.

As work at Theatre Centre developed, the pointed
caring for the i1ndividual child's development was applied
to other age groups The mood 1n the United Kingdom
favored a change 1n approach throughout the educational
system, "Creative Drama" was chosen as the term to express
the notion of personal, i1ndividual creativity and the
distinction between drama-as-doing and traditional theatre
products. Yet a confusion about "drama as doing"
developed. Some 1ll-informed teachers who took up the
work reversed the equation, finding "doing meant drama"
Free-form experiments resulting i1n chaos threatened to
undermine the value of the child-centered brilliance of

Slade.

In 1967, Brian Way's book, Development Through Drama,

with 1ts valuable i1nclusion of the concept of the
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individual, became a major text for Creative Drama work as
1t was taken up by the educational community. The
distinctions Way made between drama and theatre have been
given and discussed 1n the first half of this paper, (see
pages 15 to 16), and clearly demonstrate the differences he
saw between them.

In one sense, play-making has been a continuous
thread throughout this book, ranging from simple
improvisations to the more complex and detailed
plays arising 1n the last chapter on fighting .
from 1mprovisations 1n small groups to others
involving the class as a single entity. The factor
of this continuous thread 1s important to bear 1in
mind, because 1t should not be thought that play-
maklnf és an intended and final product of dramatic
work. 0
Ambiguity arose with the phrase, "1t should not be thought
that play-making 1s an intended and final end product of
dramatic work " This statement brings later developments
1in Margaret Faulkes Jendyk's work into a clear focus, as

she sought to make this ambiguity 1intelligible 1n her

structure of the the creative process of drama, (discussed

in detail later 1in the thesis.) At the period of Way's
publication, however, interpretations of this point set up
a dichotomy between theatre-oriented teachers and creative
drama practitioners, and polarized the field. The problem
developed 1n England, as well as 1n the United States and
Canada.

American educators like Geraldine Brain Siks at the

University of Washington, a student of the great American



educator, Winifred Ward, had been using the term
"creative dramatics" 1n a manner very similar to the
British system
Creative dramatics 1s an art for children. It may be
defined as a group experience 1n which every child 1s
guided to express himself as he works and plays YéSh
others for the joy of creating improvised drama.
Geraldine Brain Siks saw the process answering a child's

physical, mental, social, emotional, and spiritual needs

In her 1958 text, Creative Dramatics An Art for Children,

Siks paralled the British work 1n her emphasis on the
individual

Each child 1s an i1ndividual. He comes 1into this

world with a spirit of his own. . . . Each one 1s

normal Each child 1s a pattern unto himself The
spiritual side of an individual 1s 1n essence his
personality. It 1s the quality which gives him
distinction and sensitivity Because adults do not
readily recognize the spiritual needs of a child,
they have, 1T16ar too many 1instances, neglected 1ts
development.

Siks' text echoed Peter Slade's "drama 1s doing" 1n a
paraphrase of John Dewey's principle of "learning by
doing." 1Included was the emphasis, "an i1ndividual learns
what he lives, and to the extent that he lives an

' Her book was designed to give '"creative

experience.'
leadership" to adults concerned with child development,
but only considered an age range ending with eleven year
olds. The inclusion of play-building was given consid-

eration throughout as a form for experience geared to the

chi1ld's level of understanding and readiness, but Siks no
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more considered, than did Way, the inclusion of "theatre
product" as an end in her work

When Margaret Faulkes arrived in Seattle 1n 1965, she
discovered the "creative dramatics'" educators i1n an uproar

over Gregory Talls paper, Creative Drama, A Hoax?!11l

Falls paper charged that there was no intellectual or
craft base 1n creative dramatics work and that i1t was not
a legitimate form of expression. Taking an early,
unfortunate lesson example from Siks' text, he debated
"transference" with Margaret saying "If you teach someone
to swim, all you teach 1s exercise. You're not giving
them any change 1n their life, transference 1s

" His views challenged Margaret to examine her

impossible
beliefs and the American child drama scene. The work that
Margaret Faulkes observed i1n the area showed format, but
was, 1n 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 1incom-
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 sway where principals and

teachers perceived the outreach to the community as good

public relations. Drama was performance by popular
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definition and when chaos was seen 1n drama classrooms 1n
the name of i1ndividual development, there was no apparent
justification for the approach.

By the time Margaret Faulkes arrived at the
University of Alberta 1in 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, 1sn't all

drama 'creative'?) yet the emphasis provided by the 1963

Newsom Report i1n England and 1ts celebration of the term,

"improvisation", had added another element and implied

level to personal evolution through the drama process
Though drama comes, by school tradition, i1nto the
English field, 1t 1s a creative art embracing much
more than English. Perhaps 1ts central element 1s, or
should be 1mff8v1sat10n. It 1nvolves movement as well
as words ...

Where "awareness of dramatic art form" i1mplied a growth 1n

dramatic maturity, "improvisation" could be used to

distinguish 1t from the term '"creative drama"

The time, the place, the situation, and the person,
were all brought together 1n a fortuitous melting pot of
circumstance that enabled Margaret Faulkes to establish a
coherent 1ntellectual construct of not only her own

process, but the whole field of drama education.
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The Concept of the Time

Memory's long highway leads many either to condemn or
glamorize the explosion of creative consciousness 1n the
sixties, but 1t was an undoubted factor 1n the ready
acceptance of things new, especially when the emphasis was
on valid i1nner experience. The psychedelic sixties! The
use of consciousness expanding drugs, an 1interest 1n
costuming, 1n music and rock concerts, 1n art, 1n social-
consciousness 1ssues like the Vietnam War, in "youth
power" or "flower power", 1n sensitivity training, 1n 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, 1t was, as
Marshall McLuhan described the situation, as central as
any other place with a newspaper and television 113
Edmonton had a theatre 1n the Citadel, the U. of A. Drama
Department was about to move i1nto a new Fine Arts complex,
there was plenty of money and room for growth

The appointment, 1n early 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 i1in a direct and

sequential way. Unlike others who had labored 1n the

field and had focussed on only 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),
Margaret'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 i1nclude a drama course 1in their
program, 1t was mandatory at the University of Calgary )
The junior high school program had to be considered
through her appointment on the Curriculum Committee and
through her teaching of B.Dd. 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 reality of the public school system 1n Edmonton,
allowed Margaret to see the students, institutions and
programs 1n 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 1ndividuals from Physiotherapy, Nursing, or
Law,) the foundation courses she offered had to be geared
to the development of the individual resources of al

students, without a special emphasis on the goals of
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teaching or theatre product. The challenge offered a
unique opportunity.

A 1968 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 1in a
manner that entices the reader to share a positive feeling
for "Theatre as a Fine Art", Margaret labels the "Fine Art

of Theatre" 1n Alberta schools "deplorable' Drama 1s not

considered 1n elementary classes except as a tool 1in
Language Arts or Social Studies. Although gifted teachers
might use a creative approach by instinct, the "activity
of drama" as a medium was st111 only "fun time", or an
activity for the less able. Fven though drama was "equal
to the other arts 1n the adult world" 1t was denied status
1n elementary education. In secondary schools, 1t was a
curriculum option from grades seven to twelve, but 1t was
not taken seriously there, contempt for the subject was
evidenced 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 i1nto consideration. Where schools hired
trained or experienced drama teachers, they made "a
valiant effort" to show that drama 1in schools "need not be

poor, or only for the uneducable" A discussion of

theatre formas 1t 1s found 1n schools reveals that where



attempts are made to emulate the profession i1n "choice of

plays, style of presentation, advanced techniques of

acting and production", they can only be judged by com-

parison to the adults imitated.
As long as schools and drama teachers limit their
thinking to this, there will always be a majoraity
vote against them Education will accept drama only
when 1t 1s convinced that 1n method and content the
subject makes flgenu1ne contribution to the educa-
ticnal fabraic.

A change of emphasis allows a call to the avant-garde

experiment of i1mprovisation as an art form i1n 1ts own

"not

right, to a "whole new concept of drama" whose aim 1s
to teach English, nor 1s 1t to teach the art of theatre
It 1s to help young people to come to terms with them-
selves." The rest of the article presents, 1n consider-
able detail, the way 1n which creative drama can do thais
and goals are outlined for all levels. Without antagon-
1zi1ng the teachers in the schools, and sharing an inspira-
tional call to a higher level of achievement, Margaret
focussed the educational 1ssue to prepare for change It

1s a masterful presentation of material that was highly

controversial

The Search For Meaning in Drama

By 1970, Margaret was appointed full time to the
Faculty of Arts. Having introduced courses 1n Improv-

1sation, she had established a Creative Drama and

85
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Improvisation area 1n 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 i1nadequate and
concerned Admiring colleagues reassured her that her
expertise outweighed the value of a "useless piece of
paper", and that her participation i1n national conventions
1n 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 University
courses 1n Psvchology and Mathematics, and embarked on an
intensive self-directed study of creativity, immersing
herself i1n 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 that
students labelled 'high-creatives' were often considered
disruptive and a nuisance 1n the conventional class
routine. Her interest was precisely 1n the creative
process 1t had to be recognized and 1t had to be used.

Although Peter Slade had worked fruitfully with
psychiatrists and with special cases, Margaret deliber-
ately eschewed the fields of sensitivity-training and
therapy. In her view, 1f somebody needed therapy they
clearly had a problem, and the therapeutic process

belonged to a different sphere. Psycho-drama held no
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interest for her, 1t was not the field she wanted
to foster. Clearly drama experience often touched on
personal problems and sensitive emotional issues, and
expression through drama moved the participants 1n a
positive or negative way For Margaret the difference was
clear personal material might fuel or charge certain
improvisations with i1ndividual 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 1n the drama class-
room, and to be able to articulate, for her student
teachers and herself, the passages of creativity and 1ts
patterns.

She was filled with wonder as she observed her
students and asked herself, "Why does one group look at
the theme of loneliness 1n this manner, compared to
another who discovers the theme 1n a completely different
way?" She answered the question by returning to her basic
understanding of individuality. Each group conceived the
project with their personal materials, they created the
landscape within themselves.115

Her research led her to reconsider material that had

thrilled her with 1ts significance i1n the early 1950's, to

Jung's psychology with 1ts pregnant i1mage of the



collective unconscious and the concept of inner wealth and
intuition, which was manifested 1n her own method of
allowing intuition first and deduction after, and to the
work of Constantin Stanislavski and his disciple Michael

Chekov

Margaret Faulkes' Relationship to Stanislavski's Tradition

Margaret had learned about theatre and theatre tech-
niques at the Royal Academy of Dramatic Art 1in London.
Brian Way had learned about theatre directly, moving from
a walk-on part 1n the role of Peter Simple 1n an 01d Vic
tour, where Tyrone Guthrie became his model for directing
Neither of these English approaches of training and
practice had i1ncluded the type of work Stanislavski
advocated, yet i1n the late 1940's when Margaret and Brian
read Stanislavski's books, the material impressed them
deeply. As a method to free creative individuality and
liberate the 1nner 1mpulse, the text addressed their own
aspirations. In an interview, Margaret remembered

Peter Slade was "Stanislavski oriented" too. It

permeated everything he did. The intuitive links

were made from the method as discovered 1n My

Life 1n Art an? An Actor Prepares to the child drama
he developed.1 6

Stanislavski's discoveries did not lead to easy formula-
tion, but depended on the intense 1nner life of being,
which 1tself depended on experiential awareness and a

harmony of body, mind, emotions, the senses, will and

88
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concentration. Acting was not i1mitation but process. le

emphasized relaxation of mind and body as fundamental to

all work

How was I to save my roles from bad rebairths, 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 1t was
necessary to know how to enter the temple of that
splrltu?}7atmosphere 1in which alone 1t 1s possible to
create.

Stanislavski understood the difficulties of form-

ulating a method that would deal with as subtle and

difficult a thing as "entering the temple" or "inner"

creative space

1fic.

Nothing can fix and pass on to our descendants 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
1s the sphere of living tradition. This 1s a torch
which can only be passed from hand to hand, and not
from the stage, but through personal 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 51de.118

Certain of Stanislavski's pupils had been more spec-

Eugene Vakhtangov had emerged as chief disciple,

and logical successor to Stanislavski before his premature

death 1n 1922, and an early diary entry provides 1insights

into

the systemn.

The Stanislavski method aims to develop 1in 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 disclosing of the
1individuality, this TfSt become the principal ainm of
a theatrical school.



Even more specific was the work of !Michael Chekhov
who came to the West after an odyssey through Eastern
Europe and America. Landing in England, and being 1invited
to create the Chekhov Theatre Studio, he began working on

the text that would be published i1n 1954 as To the Actor

In an interview, Margaret recalled the way in which she
had acquired two unpublished manuscript volumes of type-
written text that Chekhov had prepared in 1942
The heir to one of the big estates of the West
County--bi1g arts aponsors--turned their Devon estate
into 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'i work to
Brian Way and me 1n the very early 1950's.120

The material made an i1mpact on both Margaret Faulkes and
Brian Way, but at the time, neither of them were thinking
of doing theatre. Their concern was with the development
of young people through drama response. The connections
were i1ndirect. Some elements entered Brian Way's work 1in

a specific way. He developed a "whole acting thing" using

the "magic If" of Stanislavski. Years later, after
detailing concentration exercises, and their use 1n an
application to 'Theatre' for "those schools which have
drama or theatre clubs, or for particular reasons are
concerned with performance", noted 1n his 1967 text
Good performances arise from maximum concentration,
maximum awareness and maximum control, and each of
these qualities 1s strengthened by regular practice
Furthermore the detail of the three levels of
attention are closely associated with Stanislavsky's

circles of attention, growing outwards from the per-
sonal self to embrace the environment i1n which that
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personal self 1s performing within a larger environ-
ment that includes the audience with whom one 1s
sharing
Michael Chekhov had i1nsisted i1in his introduction to

acting that the only technique was Stanislavski's his own
hope was merely to lay another building block 1n the
edifice that would be constructed to the power of that
work. As a transmission from the tradition of the great
master, 1t pointed to patterns i1n creativity that were
1important to ‘largaret's process 1n designing programs for
her students Many of his points were already essential
to her practice.

His text offers parallels to her understanding

While 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 many pages when 1t 1s described I am very
adverse to theorizing about the theatre, and there-
fore I must ask my reader to keep 1n mind that the
real content lies behind what 1s wr1tten,l§8d must be
understood purely as an 1nner experience.

Chekhov has understood with Stanislavski the necessity of
being attentive to the 1mages that arise "in the mind's
eye". When we catch them, they grow and flourish.

Glimpses of this kind lead us to believe that our
1mages have a certain existence of their own--that
they come to us from their own world This proves
even stronger when we train ourselves to perfqa@
conscious work upon our Creataive Imagination.

Margaret's goal was always the development of i1ndividual
resources, with the meaning of developing the creative

individual as part of society. Her work had centered on
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i1magination and originality She could find the echos of

her own call for patience 1n Chekhov .

Great artists of the past and the present 1n acknow-
ledging the strong laws governing the 1magination,
also accept the necessity to wait patiently untl}zzhe
1mage has ripened to 1ts highest expressiveness.

Most important to her work, and in the Chekhov material, was
the emphasis on energy and concentration.

How can the actor keep his grasp firmly on the tur-
bulent world of fiery 1mages?” From where shall he
take the strength to fix these movable, flexible
1mages?” The ability to concentrate his attention to
the hiochest degree--that 1s this strength 42

That i1ntuition was more i1mportant than intellect was
also emphasized

Thinking and reasoning will not help the actor6 the
sense of truth 1s the principle that counts.

Margaret's own work demanded that students work with
absorption and sincerity, and she believed, with Chekhov,
that there was no limi1t to the extent to which the power
of concentration could be developed. It was from Michael
Chekhov's early writing, assimilated in the 1950's, that
Margaret found the inspiration for her new understanding
of the creative process Chekhov's material had been
directed to the world of the professional theatre and the
production of plays, but he had 1solated the process as
involving four stages the first occurs 1in the subcon-
scious, under the stimulus of the first reading of the
play, the second 1n the conscious elaboration of 1mages

and response to the director's leading questions, the
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third, 1n "incorporation" i1nto the form of the production,
and the fourth, the mature art product, where 1nspiration
has brought 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 creativity as 1t developed over
a life-time of experience within the specific gestalt of
drama This brought her to the strong awareness of time
as a consideration. In the mature artist, the sub-
conscious material could provide flashes of intuition

at any point in the process from first reading to per-

formance and Chekhov 1nsisted 1t must not be "tampered"
with by a forced return to "method" In Margaret's work
with students, 1t was clear that individuals who had
developed a free access to their 1inner creative 1mpulse,
to their "whole self" 1n creative drama experience, moved
more quickly to the expressive stages that paralleled

Chekhov's process for the actor Improvisation as a

process that honored the student's 1ndividual 1mpulse
allowed the integrity of the inner self to mediate with
the emerging form. For the artistically immature, the
imposition of script could destroy the personal
beginnings. Margaret looked at "newness'" and

originality as an attribute of newness, the freshness of

the stimuli 1n the students' world contributed to a
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freshness of response that could be evidenced as original

expression. This was linked to 1magination, and the

student's creativity in his own sphere

In a 1972 article 1n an American magazine Margaret
reflects on the similarities and contrasts between
secondary school Drama 1n England and the American scene
One of the main elements 1n the Cnglish model that she saw
impelling change was "the complete breakaway from
traditional theatre forms" 1n the touring companies that
visited schools.

Original plays appropriate for different age groups
have replaced the adaptation of fairy stories and
children's classics Open stage, 1in-the-round, or
some form of i1intimate contemporary staging presented
on the floor of the school hall or gymnasium 1s 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 i1mprovisation integrated into the
play has made the strongest impact--partly because of
the obvious 1nvolvement of the audience, and partly
because of the links through this approach to the
educational concept of 1mprov1f§§1on as an i1mportant
part of the school curriculum

Margaret concludes her article by demonstrating that

although 1mprovisation 1s "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

objectives differ.

In the professional theatre, the objective 1s to 1im-
prove the arts of theatre and to further develop the
artist, in education, the objective 1s to develop the
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1ndividual and to lay the foundations for further
creative experience which may or may not lie_1in the
realms of professional or community theatre.

The article mirrors Margaret's personal, creative
achievement 1n synthesizing a coherent vision. By seeing
the organic nature of theatre product through the "new"
form of 1mprovisation, the meanings within the notion of
creative art could be applied to the expressive objectives
of Creative Drama.

The text of a paper that Margaret delivered to the
Symposium on the Arts i1n Education at Illinois State

University 1n 1977 helps us place this i1insight 1into clear

erspective Margaret's talk was titled, The Creative
p p g

Process of Drama and her first task was to clarify the

nature of "process"

When we use the word 'process' i1n education we tend
toi1mply that 1t 1s an alternative to product 1nstead
of a means whereby product 1s achieved. This 1s
particularly true 1n drama where process and product
are viewed not only as mutually exclusive but as arch
enemies. . . . 1n an effort to disassociate drama 1in
education from the performing art, 'process' has been
described as experience, and 'product' as communica-
tion. But this 1s an uneasy distinction because
obviously theatre production 1nvolves creative
experience just as our experience 1n the process
involves communication--albeit not 1n the performing
sense . . .. It 1s time, I thaink, to refute
arguments that drama and theatre are two different
and unrelated activities. For too many people, drama
and 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 'educational', 'developmental', or
'creative' to the word drama 1in an attempt to in-
dlcaEEchat wve do not mean the exhibitive performing
art
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Margaret has discovered John Dewey's phrase that "ex-

perience 1s art-in-germ." By reversing and developing the
thought, she suggests "that the germ of art can provide
experience which 1s educationally valuable." 1In order to
do this, she reminds her audience that the cornerstones of
theatre art are playwriting, directing, design, and
acting. An examination of the factors involved 1in each
process reveals the very elements that education fosters

These descriptions of highly complex and
sophisticated skills are by no means comprehensive,
but they serve to make the point that the substance
or germ of dramatic art 1s the substance of educa-
tion We can argue, therefore, that experience 1in
the basic elements of dramatic art can be utilised to
develop fundamental aptitudes and basic skills which
provide the groundwork for the pursuit of professions
other than theatre, for trades, and for day-to-day
living. A more usual argument for drama 1in education
1s that 1t 1s a 'method' which 1s applicable to
teaching method It seems more precise to suggest
that 1f dramaturgy, directing, design and acting are
the cornerstones of theatre art, and the germs of
these arts are basic to education, then the creative
process 1nvolved 1n achieving a work of art can be
applied to the ch§61ve process 1nvolved 1n achieving
other objectives.

Since there are a variety of objectives educators

pursue, i1ncluding artistic, pedagogical, social, or

expressive goals, 1t 1s clear that

... the creative process of drama can be utilized
to achieve any and all of the above objectives, and
by referring to the 'creative process' we avoid any
suggestion that we are i1nvolved i1in something
different from the art form, or that we are offering
something which 1s an alternative to the art form
Vhat we are doing 1s offering something which 1s a
part of the art form, for whereas the artist 1s
concerned with completion of the whole creative
process 1n the realisation of a work of art, the
educator may be concerned only with completion of
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part of thelgiocess 1n the realisation of other
objectives.

The bulk of Margaret's address 1s concerned with the
investigation of creativity and the realization that the

elements of creative thinking, creative behavior, and

creative expression have many components. Six

progressive levels of experience within these behaviors

are seen as spontaneous response, creative activity,

creative action, creative work, art form, and art

Each level of experience can be an end, or 1t can lead

on to the next level of experience depend?%E on the

students, and, of course, the instructor.

In the last half of her paper Margaret 1dentifies
these levels as they relate to the creative process of
drama. She concludes with references as to what 1s meant

by "achievement" 1n the creative process. This must be

distinguished from "success", for "under-achievement

occurs only 1f an individual fails, for whatever the
reason, to carry out an assignment of which he 1s

capable".

The criteria for judgement 1s not "what 1s the measure
of success" but what 1s the measure of achievement for
this 1ndividual or for a group as a whole. >

Margaret had united her concern and respect for the
individual with her appreciation for the world of theatre
1n a way that honored both to the fullest extent through a
recognition of the process that united the two Her con-

tribution to the Alberta drama program in schools
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continued on this theme, with further articles 1n the
A T.A FINE magazine.
Among drama teachers, pride 1n Alberta's past and
present drama record cohabits with controversy and
mistrust--a situation which can only be detrimental
to all involved The "traditionalists" and the
"creative dramatists" discriminate, attack and defend
among themselves, disregarding on the one hand
organic development and on the other the heritage
which 1s the very foundation on which progress 1is
built
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 1n drama" fits the definition of

the 1mage of something seen continuing when the
eyes are closed or turned away. The "something seen"
1s the process whereby i1ndividual resources and
creative potential are developed into dramatic art
awareness whlchlggads to a rich, dynamic experience
of the product.

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 Davad
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 Alberta press

1in 1978, and titled The Creative Process of Drama Its

application to drama i1n education, by Margaret Faulkes

136

Jendyk.
The book was written to be used by Margaret's

students 1n Drama 321 classes as a practical guide to



their own use of drama 1n educational settings The 1978
edition of the book was divided 1nto two parts the first
contairs an outline of the elements of drama, as well as
the levels of the creative process and research into
creativity, the second half offers a method for using
drama, with suggested levels of achievement for groups at
any age or experience level. Objectives, strategies, and
goals for all levels of the creative process are offered
1in detail

Since Margaret was using the handbook with her
students, she had an opportunity to revise and change 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 Drama, a

a9

Handbook for Drama 321, bears the stamp of completion, and

serves as the first work to a companion volume published

1n 1985, Improvisation and Youth Theatre, A Handbook for

Drama 323 which addressed the exploration of art-form and
the art, the two higher levels of the creative process

The clarity, scope and intelligence offered by these

two volumes 1s such that the reader must regret that their

format, and the singularity of their direction, has given

only a limited readership for the contents. "I have

never desired to be the queen of the field," Margaret said

1n an interview. If we can fault her as an educator 1in

any respect, 1t must be this: that a greater sense of the
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value of her contribution did not extend 1tself to a
promotion of her material to a wider audience through an
alternative style of publication.

fargaret Faulkes Jendyk's Philosophy The Creative Process
of Drama

A1l the Vorld'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 1§7

Shakespeare reminds us that humans live 1n their
world, and each person's life drama belongs to them
Margaret Faulkes Jendyk's stage 1s the world of theatre,
and her role that of educator. The three elements of any
life are the i1ndividual themselves, their 1life conditions
as metaphor, and the play as their development within that
metaphor. Stopping with any one 1s to miss the overall
picture finite creatures, we dwell 1n time, an apparent
progressive motion through space. We become aware of our
self-hood, we become aware of our world, we become aware
of our relation to that world, which 1s our process. When
we return to our early definition of education, we

discover that the unknown, hence the space for the

creative, lies within the i1ndividual themselves

Margaret's "one, all embracing goal" 1s '"developing
creative i1individuals who contribute to a creative
society " The world 1s created anew, and the society

becomes creative as the individuals within 1t are
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creative. The 1nteraction between the two 1s a creative
process. It was Brian VWay's brilliance to insist on a
clear look at the i1ndividual and his or her resources as a
compass for human development, proceeding outward 1into
ever-widening spheres of experience. It was llargaret
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 focus on
the process of interaction between the two

"I have always been interested in the 'big philoso-

"

phers', 1n the 'big philosophies'," Margaret said 1in an

interview. Her own philosophy of the creative process of

drama has that dimension of size and universality.

The linear parallel between i1ndividual development
and the creative process of drama 1s interesting only
1n so far as 1t equates personal growth and develo-
pment of the human being with development of exper-
1ences 1n creativity. The force of Vay's circle 1s
that development of the person 1s a continuum, 1t 1s
never completed but 1s fostered and enriched by
experiences, social interaction, the environment and
other 1nfluences. In the same way, the creative
process of drama 1s a series of experiences, or
levels of experience, during which individual
resources continue to develop, are mastered,
enriched, and are applied to the variety and
increasing complexity of group creative projects
The social nature of drama ensures that the
individual not only develops the creatlvelgglf, but
contributes that creativity to the group.

Just as Brian Vay's concept of the i1ndividual can be
used as a model of being-in-the-world, applicable to any
human being of any age, so Margaret Faulkes Jendyk's

spectrum of the creative process can be seen evidenced 1in
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the life of any i1ndividual, at any stage of their
existence. That drama 1s her particular focus reveals her
personal choice 1n her own life play. We can use the same
focus whenever we are i1nterested 1n the application of
theatre principles to the world of action. Experience 1s
art-in-gern, the germ of art provides experience.
Margaret's handbook points out that the study of the

creative process of drama includes not only scientaific

research as related to creative thinking but also

introspective materials, the lives of creative

individuals. Iller philosophy resolves the dichotomy
between process and product, and embraces a range of
educational objectives expressive, social, pedagogical,
and artistic

The development of the i1ndividual 1s affected by
education and socialization processes. The develop-
ment of creatavity 1s affected by i1ndividual and
group creative experiences. Both 1nvolve full
mental, emotional and physical resources and
energies. « . .

Drama 1s an art, the realization of which i1nvolves an
intensive creative process from the reception and
germination of an original stimulus through to the
refinement and application of special skills 1in 1ts
presentational form. . . .

The argument for practical drama 1s based on the
belief that the activity of doing or enacting makes
more of an i1mpact than that effected by conventional
learning stragegies. . . .

The creative process of drama 1s a series of pro-
gressive cumulative experiences and actions which
begin with non-technical exercises and simple
expressive activities, develops 1into elementary
unstructured and structured group projects, and lead
to more advanced projects within an artistic/dramatic
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framework. .
These extracts from the first Handbook point to the
centralaty of the individual, the importance of embracing
the drama mode and process as experience through pro-
gressive stages. That the education system 1s more
concerned with a teacher's lesson plans, notes, red 1ink on
student lessons, records and highly controlled classes,
than with achievement within over-all development, 1s part
of what Margaret sees as the "crushing" of the teacher's
individuality
The norm 1s the overall problem in education It 1s
the cross of the teacher, and part of the panic 1in
modern methods. It 1s behind the push to pursue
educationally acceptable goals like learning to the
more abstrafz:O less observable goals like fostering

creataivity.

Margaret Taulkes Jendyk's Method of Approach

The phrase "method of approach" 1mplies the wisdom
the teacher as i1ndividual must exercise 1n approaching the
student 1n the educational setting. The preparation and
training of the "wise teacher" will be discussed 1in the
following section. The method of approach discussed here
1s that employed by Margaret Taulkes Jendyk and those of
her students who carry on 1n her teaching tradition

The breadth of understanding and preparation Margaret
brings her students 1s formidable but 1t can be effect-
1vely shared as an educational approach when the basic

element 1n her philosophy 1s 1in the foreground the
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concept 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, emotional self, and
physical self 1s the complex mix we bring to life 1tself but,
in the space and time of the drama classroom, a method of
approach acknowledges the creative process by using the
structure of goals and objectives opened by drama.

Margaret Faulkes Jendyk 1dentifies the first four

levels of the creative process of drama as they relate to

Brian Way's concept of the individual as diagrammed 1in the
ever-widening circles of experience through which personal
resources are continuously developed. In her handbook,

I[he Creative Process of Drama, a chart 1s offered to

1dentify levels

Way s Circle of Human Development The Creative Process of Drama
(adaspted) (early levels)

Discovery release oevelopment mastery Spontanegus Response 1ndividual

of personal resources exercisss, activities

Sensitivity to others within discovery of Creative Activity group improvisational

environment activities planned and unplanned but

usually open-enoed expression based
on original 10ess and life experiences

Enrichment of other Influences within Creatiye Action group Improvisational

personal experience and environment drama projects with a simple artistic
framework based on original 10eas stories
themes, topics of interest |ife experiences

Enrichment of other 1nfluences outside Creatiye YWork group projects including

of personal experience and environment scener10 & script writing/ecaptation 1n @
structured dramatic framework based on
original 10eas social/life situations
themes and topics,heritege and literature 141



The experiences 1n The Creative Process of Drama are
seen by Margaret Faulkes Jendyk as valid 1n a general
education from childhood through adulthood Any

specialization through a specific vocational choice 1is

clearly dependent on the i1ndividual's disposition The
higher two levels of the creative process-- art-form, 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 1s a lifelong process but 1is
especially significant during formative years. Work with
children and young people 1s emphasized and discussed 1in
the Handbook, although the re-discovery and re-
vitalization of creative resources 1n adult students 1s
implicit. The early circle of experience, perceived as
natural organic growth, reflect the child's discovery and

development of self and capacities (senses, 1magination,
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physical movement/action, speech, feelings, thinking), and

the beginning of socialization through playing with other
children. The enrichment of other i1influences i1nclude the
intellectual, cultural and life experiences of the child
as he or she progresses through school and matures from
childhood through adolesence 1nto adulthood

Any person 1involved with dramatic activity draws on



the mental, emotional and physical resources, or the

whole self. Margaret presents her students with the

resources of the Way circle grouped 1n the following

manner

Mental concentration -
imagination -
«n!e E! -

Emotional  sepses -

Physical  phvsical eelf -

focus of attention which fosters absorption

Inventive or creative faculty which also includes forming

images or concepts of things not experienced and re-creating
past experiences

the faculty of knowing, perceiving, thinking, which includes
reflection esp on problems, and ressoning

sense awareness leads to awareness of self, of others and the
wor Id around, thus to sensitivity and empathy

strong sensations or feelings which include sympathy sensibility
and appreciation feelings affect attitudes and behaviour in the
sense of conduct, and effect personal or social relationships

in general terms physical harmony and well-being, specifically,
expression through movement activity and action

especially communication in a social context, of thoughts, 1deas
feelings

142

As a general beginning rule, the intellectual self

has received the majority of the school focus throughout

the student's day.
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A sensitive balance of energies might

be found 1n releasing physical energy through movement,

with or without music, with or without an i1maginative

stimulus added.

Again, and 1n a very general way, the

session might begin with an opportunity for the student to

focus on the reality of the self through awareness 1n

concentration exercises directed to the senses,

making abstract sounds, leading to group chanting The

or through
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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 i1magination of the teacher
as 1ndividual, and the class as i1ndividuals.

Each session 1s similarly structured to provide a
balance so that each of the i1ndividual's resources are
considered. The instructor must offer strong guidance in
terms of providing over-all stimuli. The expression of
the i1individual 1s fostered by honoring the i1ndividual's
right to choose within the parameters of the stimuli what
the response will be. For example, 1n using the sense of
touch to explore textures, the choice 1s personal and the
awareness 1s 1ndividual.

In general terms, experience 1n the Creative Process
of Drama begins with the i1ndividual working on personal
expression, leads to group activities where exercises or
projects are the responsibility of the collectaive, 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 i1nteraction and
participation to mitigate 1inhibition The depth demanded
by person-centered expression will come with confidence.
It 1s up to the 1nstructor to gauge readiness. Margaret

helps with detailed information about each stage. For
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example, starting with the beginning level of the creative
process of drama--spontaneous response--Margaret
establishes four objectives

Through experiences 1n spontaneous response, each
participant should achieve

| I discovery/re-discovery and release of mental,
physical resources and energies

2 awareness of self within the environment

3. the abiliaity to respond openly, freely and
confidently to stimuli/activators

4, concentration, absorptlgn and sincerity 1in
individual expre551on.1 3

The spontaneous response level of the creative

process of drama 1s impulsive, or involuntary, and 1s a
response to a stimuli or activator from a variety of
sources., While such expression may be acted on without
inhibition by young children, confidence 1n older students
and adults may have atrophied the urge to expression.
Margaret offers her students a detailed analysis of
possible reactions, materials and sources for classroom
activities, 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 every group, 1s not to 1nterfere or 1mpede the work of
another. This emphasis again returns us to the sanctity
of the individual and the self-responsibility gained

through mutual respect. It 1s 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 1n drama enables the i1ndividuals 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 1n her use of the term, Projected Play. Established

as a reference for the first three levels of the creative
process 1n 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
Personal Play work.

Every successive level of experience i1n the Creative
Process of Drama builds on the foundation of self-
awareness fostered i1n the spontaneous level of response
Margaret makes a strong point about i1ndividual achievement
in relation to early work

Not until concentration, absorption and sincerity are

strong 1in individual exercises will a personlgg ready

to apply such qualities to work with others

Each stage of the Creative Process of Drama receives
a detailed analysis, i1n terms of definition, character-
1stics, objectives, achievement, sources, readiness for

progression, focus and responsibilaity. As Margaret points

out 1n the preface to her Handbook:
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The notes provide background for course lectures and
discussion topics. Very few examples of practical
drama are i1ncluded, since these form paf£ of course

work as "moments of direct experience." 5
The approach 1s communicated i1n Margaret's text and 1s
codified 1n objectives 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 1n drama sessions at his
or her own level As Gordon Brossell points out 1in 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.

The 1nstructor bears the responsibility of creating a
conducive environment and receptive atmosphere and for
organizing and initiating. All i1deas volunteered by stu-
dents are honored as valid, giving confidence, and based

on the understanding that contributions from everyone are

expected.

The Dimension of the Teacher

The level of training and expertise of 1ndividual
teachers, their mastery of personal resources, and their
expression of social awareness through sensitive guidance,
w1ill determine 1n great measure the experiences that can

be offered to students at any level of development 1n the
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creative process of drama. In a 1972 article, Margaret
Faulkes talked about teacher training

An 1deal training program for drama teachers includes

all aspects of formal theatre plus a broad background

of 1mprovised movement and dance, and an understanding

of a cre?z%ve approach as part of the educational

process.

Margaret herself had this kind of teacher training
The rich combination of professional theatre study,
coupled with teacher training, years of professional
experience and diligent self study made a foundation from
which she could construct a coherent and meaningful method
of approach, based on a philosophical recognition of
individual human value. It was this background that
prepared her to develop a program of improvisational drama
designed for liberal arts students taking drama as an
elective and that dictated her concerns as she shaped the
program for potential drama teachers at the University of
Alberta. In her position at the University, through her
students, and through her involvement in Alberta
curriculum, she has helped shape drama history from
kindergarten to university, to other provinces, admiring
the Alberta model, as well as to the U.S.

The curriculum guide she was instrumental 1n shaping
was 1n use from 1970 until 1989, over eighteen years
When the new guide was being written for the Ministry of

Education three members of the committee were former

students of Margaret's, thus furthering her influence
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However, a member of that committee and a former colleague
of Margaret's, Sister Therese Craig, discussed 1in an
interview 1n 1988 some of the changes made 1n the new
curriculum guide that will 1nadvertantly undermine
Margaret'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 1n no
way meant pejoratively, caused a "reader" 1in the
provincial civil service to reject the book.l48 It 1s
perhaps more distressing that the significance of the
concept of the i1ndividual has been subsumed 1n the new
drama guide 1n the attention that 1s paid to the process
of the work, losing the force of that 1nsight 1nto human
dignity and potential uniqueness offered in the Brian Vay
text.

Other aspects of Margaret's work do continue to exert
their force 1n the drama community. She served the
University of Alberta as Assistant Dean of Arts, Student
Programs, from 1976-1977 and again 1in 1980-83 For
several years she was co-ordinator of the B.A. division
and, 1n addition to her teaching responsibilities,
assisted with the revision and restructuring of the four
year B.A. General Degree program 1in 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 i1n the United
States, she has served on the committee of the American
Theatre Association to prepare a model for training
teachers of creative drama and for the same agency was a
member 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 1in

the Rolling Stone, December, 1989, two young student

leaders of the Tiannamen Square uprising 1n China talked
about their motivations. Twenty year old Shen Tong echoed
those youths 1n the West who had discovered awareness
through music. For Shen and his friends, 1t was imported
Western rock and roll.

The new music exploded onto the Chinese youth scene

and shook society. It reflected not only our deeg49

loneliness but also our belief in the individual.
Other forces that 1gnited Shen's political consciousness

were Chinese poets, whose spirit "teught him to look

inside himself." Wuer Kaixi, the twenty-one year old
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rebel who was studying education at Beijing Normal
University before Tiannaman Square and his subsequent
escape through the "underground railway" to the safety and
publicaity of the West, also sees art as a motivation 1n
his own political rebellion

I like artists because they tend to emphasize the

validity of i1ndividual feelings, while politicians

stress rules and the collective. . In China,
there has been no such thing as private 1life, because
there has been no respect for individualism. What we
students have been fighting for 1s a system that
respects this right. It 1s E%bs as much as anything
that led us 1nto 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 1s difficult to say, but the message
from those who have been held by the theory of the
collective 1s that they long for a voice 1n 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 i1nterest into clear focus, defining ecology

as the political question for the West.

Spiritual values have opened to new age alternatives



that offer self-fulfillment through a wide variety of

means. The search for this authentic self continues to

fuel movements 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 1s something potential-
ly divine within man, which 1s born when his physical
body 1s born but which needs for 1ts growth an
entirely different sustenance from what 1s needed by
the physical body or the social self Traditionally,
then, the term self-knowledge has an extraordinary
meaning. It 1s an act that 1s 1n 1tself the prainci-
pal means by which the evolving part of man can be
nourished with an energy that 1s as real, or more so,
as the energy delivered to the physical organism by
the food we eat. . .. It 1s solely a matter of
digesting deep 1mpressions of myself as I actually am
from moment to moment a disconnected, helpless

collection of 1mpu1ses and reactions, a bei%% of
disharmonized mind, feeling, and instinct

The sélf—knowledge and personal mastery fostered by the
drama structures offered 1n Margaret Faulkes Jendyk's
Creative Process of Drama method are 1n line with this
traditional search and return us to Carl Jung's
observation The individual 1s the only reality

The reality of the individual, as Jacob Needleman
tells us, 1s found 1n an awareness, '"'moment to moment", of
our jumble of impulses, feelings, reactions, 1instincts, and
disharmonized mind This "evolving part of man" or
personal reality must be made conscious for the

nourishment to be received. '"The i1ndividual 1s the only

reality" 1s a phrase as meaningless as any other until we
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haveexperientialawareness ofits truth, that is,
experiential awareness of 'self'. This 1s the power of
awareness brought through creative, artistic means to
provide a digesting of 1mpressions of self that Jacob
Needleman discovers 1s called for i1n traditional paths to
self-knowledge. If rock music forces that message for the
young Chinese leaders, 1t may be, as 1n 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

A1l these 1deas coalesce 1n the artistic vision of
Margaret Faulkes Jendyk. She has used the concept of the

1ndividual 1n a way that honors 1nner as well as outer

experience. Her vision unites the res cogitans and the

res extensa When the i1ndividual becomes creator,

creative, there 1s no limit to human possibilaity In
formulating an open-ended plane for i1ndividual creataivity,
Margaret suggests the broadest possible stage of achieve-
ment i1n a world without bounds.

Her philosophy 1s that the individual 1s important,
the i1ndividual 1s the sacred. Her method of approach
affirms the hope of creative action through art form and
offers an optimistic view of human possibility. By seeing
the enactment-of-being 1n a finite world as a thing of the
moment--the here and now--she has stressed the meta-

physical mystery. By relating human achievement to a
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process, she has valued tradition, history, and the art of
the theatre. The concept of the i1individual has been a
compass 1n her development of philosophy and method. To
share her vision demands effort and self-responsibility
With that self-responsibility comes evolution. There 1s
no real conclusion to the odyssey the play 1s 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 i1ndividual encounter moves 1n ever-widening
circles of conscious experience from her life to theuir
lives, and widens i1nto the lives of all the other
individuals who are the fortunate recipients of her

creative artistry and love
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