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ABSTRACT

The purpcse of the study was to design a kroad programge cf
drama/theatre activities to help meet the changing educaticnal
and cultural needs cf primary schocl children in Nigeria. The
Programme was devised with the Natiopal Policy ¢n Educaticn
en_unciated by the Federal Republic of Nigeria in 1981 and the
needs of Nigerian children in w®pind. This pclicy defined primary
education as "education given in an institution for children aged
normally six tc eleven plus,"™ but, in reality, it frequently

includes teenagers.,

In order to provide a firm philosophical base for the use cf
such a programme a study of the histcrical and theoretical
background of play and drama in education was undertaken and
definitions and working thecries of "creative dramatics" in the
United States, "drama-in-education"™ in Great Britain and
"developmental drama" in Canada were explcred., A study of the
social and cultural backgrcund of Nigerian children and their
educational needs was undertaken and methods for integrating
drama into the curriculum developed., The use of drama bty the
classroom teacher in language arts, literature, sccial studies,
art and music was emphasized. Spacific teaching =strategies
involving drama and Nigerian ccntent were designed.

Ccmpariscns between the concepts of infcrmal <classrcom drama
and formal perfcrmance-criented theatre were drawn. The history
of the Children's Theatre movement as a universal twentieth
century phenomenon was ocutlined and its mocre recently developed
forms of M"participation theatre" and "theatre-in-educaticn"
cited. In additicn, four alternative fcrms cf theatre, all of
which included elements of drama as well as theatre and develcped
by outstanding artists (Keith Jchnstone, Maxime Klein, Augusto
Boal and Jonathan Fox) were analyzed. Frcm a study of these
models and the ccncepts cf classroom drama, the writer devised an
alternative theatre form entitled Educative Theatre for wuse in
Nigerian schcels. Educative Theatre refers tc a drama/theatre
event presented for an audience cf children by adults and
utilizing “walket-puppets®*and audience participation.

The implicaticns of this study are many. First, the suggested
programme would dinvclve all members cf the educational
community--the children as audience memkers and active



participants, the secondary and university students as actcrs,
the teachers 1in +trairing as teachers and the parents and
community leaders as resource perscnnel fer Nigerian content.
Second, the prcgramme would frcvide a Fridge between the formal
rote-memory learning methods and the nmore mcdern 1learning
concepts. Third, the programme would invclve many of the
traditional Nigerian cultural attritutes which wculd @make

learning a more enjoyalle activity.

Examiners: __
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During the last hundred years parents and teachers have
ceased to take childhood and adolescence for granted.
They have attempted tc fit educaticn to the needs of
the <child, rather than to press the <child intc an

inflexikle educaticnal mould.

Margaret Mead.

Only the rarest kind of best in anything

can be good enough fecr the young.

Walter de la Mare.



Chapter I

INTRCDUCTICN ANLC PURECSE CF STUDY

The purpose of the study 1is to design a rfprcgramme cf
drama/theatre activities tc help meet the educaticnal needs of
primary school children in Nigeria.! The wcrk is an cutgrowth cf
the writer's fourteen year asscciation with drama, theatre and
education in Nigeria and her kelief that drema and
participaticnal theatre cffer excellent methcds for learning and
therefore should become an integral part of the young Nigerian's

education.

Nigeria, on the south coast of West Africa, has an estimated
population of eighty millicn. It is the mcst porulcus ccuntry in
Africa, and one of the mcst richly endowed in natural resources.
In spite of its relatively small area, being slightly larger in
size than British Columkia, it has ten major ethnic grours. The
Hausa, Fulani, Yoruba, Ibo, Kanuri, Tiv, Edc, Nupe, Ikibic and
Ijaw make up akout eighty percent of the ©[pcpulaticn in nineteen
states. There are over 250 +tribal 1languages and two wmajeor

religions--Moslem and Christian.

Present-day Nigeria came intc being c¢n the first of January,
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1900. On the first cf Cctober, 1960, MNigeria gained Independence
and three years later, the ccuntry became a Republic. Nigeria is
the seventh most urbanized ccuntry cn the mainland cf Eklack
Africa.? Its need to catch up with the twentieth century resulted
in certain social changes brought abcut by contact with mcdern
industrial econcmic policies, According tc Rcnald Cohen, "The
economic and political develcpment gcing cn since Independence in
Nigeria and other 'Third Wcrld' ccuntries is one of the truly
monumental sccial revolutions in man's history, ranking in
importance with bcth neclithic and 'urban revolutions' of the
past."3 Ehanges from the educational, ©political, religicus and
social policies of the past caused wupheavals 1in thought and
attitude. The diversity of ethnic groups, their 1léngquages,
customs and religicns, has also had its predictalble effects. hith
the new interest in Western technclegy and rate of industrial
progress, the accompanying values of Furcpe and America Lave
become attractive to such an extent that, in many urban centres,

individual cultures have become diluted.

One of the areas most deeply affected is educaticn. In the
recent past, educaticn in Nigeria was achieved through imitation,
experience and fclklcre., Today, the needs of an industrialized
society have shifted educaticnal pricrities toward book learning,
rote-memorizaticn and examinations,, Consideraticns for the
intellectual grcwth and development of the child have been pushed
aside in the change frcm tightly-knit rural agrarian communities

to the steel and cement factory-filled «cities. Educaticnal
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priorities ccncern thke child's physical and mental adjustment to
the new technolcgies, such as tar water, electricity,
teleconmunicaticns and packaged foods. Unfcrtunately, this cften
has an adverse effect cn efforts +tc retain traditional ways of
life, the benefits of which are still wvaluable tc the mcdern

Nigerian child's develcpment.

An African child 1living in a rural community, <c¢r an urktan-
based child whce is fcrtunate encugh tc return to a rural setting
for occasional scjourns, experiences and witnesses traditicnal
rites and ceremcnies. These are far more explicit and stimulating
than any comparatively similar experiences in the life cf a city
child. They provide the <child's intrcducticn to dramatic cr
theatrical events, as a vital and important learning aspect of
society, one that was taken for granted in traditicnal African
society. It is this "learning"” gquality cf drama/theatre that is
valued and prcmoted by psycholecgists, pedagogists, and
practitioners c¢f drama and theatre in educaticn in Western

culture.

In order to place in perspective Nigeria's needs in the field
of drama in the educaticn of children, it is the writer's belief
that it is dimportant for an historical =survey cf wcrld-wide
developnments to bke undertaken. Ccnsequently, this study will
outline the develcpment and working theories of «creative
dramatics in the United States, drama-in-educaticn in Great

Britain, and developmental drama in Canada. It will alsc take an
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overview of theatre for children from earliest tc modern times
and investigate the most recent inncvations in Theatre-in-

Education and participaticn theatre.

This study further proposes to use the wealth of Nigerian
materials, situations and ideas to cutline a programme fcr drarma
in the curriculur of primary schools, This programme will
supplement teaching methods of, for example, 1language arts,
literature and sccial studies, and, in so dcing, help Nigerian
children understand their cwn and cther cultures. It further
proposes to show that current philosophies, thecries and metheds
in drama/theatre may be culled for valid and appropriate concepts
which will assist 1in formulating a programme cf "educative
theatre" for Nigeria.* Observable goals will be develcoped with
the urgent needs and priorities of the Nigerian situaticn in
mind. Not only will many references be indigenized and cultural
values made more relevant, but +he overall techniques will Lear
significant changes in style. It is hcped that this will help
Nigerian children gain eventual maturity din their rapidly

changing society.



NOTES

1

Primary educaticn in Nigeria is referred to in the Federal
Republic of Nigeria Naticnal Policy c¢m Education 1981, as
",..education given in an institution fcr children aged normally
six tc eleven plus." It can include <children up tc their late

teens, since not all children begin their education at age six.

Africa South c¢f the Sabara, 1980-81 (Evropa Puk., Ltd.), F.

Ronald Cohen, "Thke Success That Failed: an Experiment in
Culture Change in Africa,"™ Anthropolcgica, Dn.s., 3 (1961), pp.
21-36, HRAF Source MS 14.

4y
"Educative theatre" is a term that the writer devised. It
refers to a drama/theatre event by adults for an audience cf
primarily ycung people. Its purpose and techniques are elaborated
upcn in Chapter VIII.



Chapter II

HISTORICAL AND THEORETICAL EACKCRCUND:
THE CRIGIXS AND CEVELCEMENT CF THE THEORIES

OF PLAY IN EDUCATION, DRAMA, AND DRAMA IN EDUCATICN

Play and drama, frcm the beginnirg c¢f man's chronicled
existence and before written records, have been reccgnized as
part of his children's educaticnal piccess. This chapter will
trace the develcpment of this participaticn in crder that the
relationship between the traditional educaticnal gcals cf Nigeria
and the objectives of ccntemporary educaticnalists can be
establishad. In making this connection, evidence will emerge to
justify the growing world-wide ackncwledgement ¢f these elements

in the education cf today's young pecple.

—— - . ———

M universally accepted definition of play is difficult tc find
due to the wmany nebulcus ard inccmrlete theories ccncerning its

origin and value, Mcdern concepts <c¢f [play range frcm the
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elatorate definition of the eminent histcrian, Johan Huizinga, in
Heomc Ludens (that is, play is related tc values, 1ideals, war,

law, politics, ritual),! to the concert cf many unitiated that

play is an "unimportant pastime" of childhocd,,

In Classical times, Platc believed that "the plays of children
have the mightiest influence on the maintenance or ncnmaintenance
of laws."2 He advccated that play =shculd be the basis of
educatiocn, presented "in a playful manner, and withcut any air cf
constraint."3 Aristctle, being a scientist, specifically
emphasized that play <shculd be encouraged tc prevent indolence.
He interpreted the function of play by writing that "children's
games ought largely to ccnsist in playing at or rehearsing what
they will later be doing in earnest."4 This harmonized with his
theory that man is];the post imitative cf 1living creatures" and
that even though imitation is natural to the human race, learning

through imitaticn is an intellectual pleasure.S’?

In the Medieval periocd there was 1little written thought or
practical applicaticn of the tenets advocating a literal
education based cn rplay as rromulgated in the Attic world. The
Church fathers ccndemned any activity which had mimetic elements.
It was only in the ninth century, when St. Thomas Aquinas adagpted
Aristotelian philcsophy tc the Catheclic faith, that approval was
given tc games and amusements if they provided relaxation after

serious work.®



8

During the fifteenth century, the 1Italian, Vittoroina de
Feltra, gave great prominence to games, fplay and physical
activities at his schocl ir Mantua. He fcund that children who
"were mcst eager in their play were the mecst zealcus 1in their

conduct and learning."?

By the sixteenth century, the early realist Franccis Rakelais
wrote in his satirical bcoks Gargantua and Pantagruel that Ltock
study must be relieved by play and manuval cccupations.® His
educaticnal programme emphasized the necessity of a direct study
of nature and the importance of experience. Through three hundred
and sixteen games fcr exercising the mind and body, Rabelais

illustratad an criginal educational programme, which influenced

the thought of men such as Montaigne, Lccke, and Rcusseau.?

In France, Michel de Mcntaigne believed that "the greatest and
most important difficulty of human science is the educaticn cf
children."10 He further stated that "children plays are not

sports and should be deemed their most sericus cccupaticns."

By the end <¢f the eighteenth century a number cf conflicting
theories emerged. Jean-Jacques Rcusseau argued with Mcntaigne,
when he advocated an education for children almcst entirely
composed of play. In his ccntioversial bock, Emile, he srote
"Love childhood, promote its games, its pleasures, its delightful
instincts...you must consider the man in the man and the child in
the child."!! The poet, Friedrich von Schiller, in 1785, did nct

officially advocate the enccuragement cf play in educaticn, since



9
he stated that play was an "aimless expenditure of exuberant
strength, which is its own excuse for action."!2 However, he did
theorize that ©fplay was the most effective influence in raising

man from savagery to civilization.

Johanna Heinrich Pestalozzi, who was a disciple of Fousseau,
further developed his mentor's theories which promcted the games
and pleasures of childhood. Though he never wrcte a clear,
systematic and ccmplete acccunt cf his theories, he became one of
the werld's greatest pioneer educationalists. At his Institute
d'Yuerdon, in Switzerland, he demcnstrated his theories
practically and showed his kelief in the necessity for a certain

systematic formalism in a child's educaticn.

An extension of Pestalczzi's theory was formulated by his
receptive and appreciative but highly critical pupil, Friedrich
Froebel, Froekbel intuitively understced the functicnal
significance of play and its sensorimotcr exercises, descriting
play as "very serious business."13 He advccated that "education
can never mean less than the education of the whcle man." In
contrast to Pestalczzi, whc emphasized handicraft for its value
in physical training and technical rpreparaticn for vocations,
Froebel valued it for its inward correlative experience, uwhich

might ccntribute tc the ccmpleteness cf the human being.

Frcebel, who was the founder of the kindergarten, became the
exponent of a philecscphy of education which has exerted an ever-

widening influence wupcn other educaticnal institutions. His



famous seven series of exercises <caused thecrists, such as Jean
Piaget in this century, to state that they "falsified the very
idea of activity frcm the cutset by Freventing genuine

creativity."14

In the late nineteenth century, Herbert Spencer, the eminent
English philoscpher, fiercely condenmned the traditional
curriculum. His essays elaborated a theory cf play that suggecsted
it was only the overflow cf superfluots energy.!S His ideas were
extremely valuable in arousing pedagogists and parents throughcut
the English-speaking world to understand the necessity cf
educational refcrm. Thkcugh Karl Grcos , an anthropoclogist, did
not expocund upon educational refornm, he did suggest a rival
theory of play to that of "surplus energy."™ Through a prolcnged
study of the play cf animals and primitive pecples, he develcped
the idea, first stated by Aristotle, that the chief furcticn cf

play is that it "prerares the ycung for the tasks of life."18s

In 1899, William James, the well kncwn American psychclcgist
and philcsopher, recapitulated, 2,221 years after Aristctle's
death, the thecry cf the importance of play and imitation in the
education of the child.

Man has always been recognized as the imitative animal
Far ezxcellence. And there is hardly a Lkcck c¢n
psychology, however cld, which has nct devoted at least
cne paragraph to this fact. It is strange, however,
that +the full sccpe and pregnancy cf the imitative
impulse in man had tc wait till the last dczen years tc
become adsquately reccgnized.1l?
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The actual use of "the imitative impulse of man" in educaticn
was not officially recognized until the Lkeginning of this
century. Jchn Dewey, in the ©United States, wrote that "the
numberless spontaneous activities of <children, ©plays, games,
mimic efforts..."are the foundaticn stcnes for educaticnal
methods."18 The formulaticn cf this btasic idea, that play and its
dramatic activity should be the "foundaticn" of 1learning, was
influenced by Caldwell Ccck c¢f England. In his influential bkook
The Play Way, Ccock wrote "the natural means cf study is thrcugh
play."19 His "play way" apprcach, which gave the name tc the new
movement, advised the teacher to "be ready to set aside all
convention in method, all blind rigidity or discipline, and pin

his faith on no stereotyped formulae."20

This "play way" was attempted by educational leaders in the
United States such as John Merrill and William Wirt. The fcrmer,
working at the Francis W. Parker schccl in Chicago used cral work
and simple improvisations as methods for teaching 1language and
literature. Wirt, in Gary, Indiana, evclved an apprcach known as
"the platoon system of work-study-play" which insisted that all
educational activity be synthesized."2! ®ithin his system was the

very important concept of auditorium activities for all children.

When Hughes Mearns , in 1929, published his revcluticnary and
progressive apprcach to teaching in Creative Power, "it carried
enough dynamite to shatter preconcerticns, prejudices,

platitudes-and reputations..."” and led toc a creative revoluticn
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across America.?? His ltasic &Lelief was that every child has
something worthy tc¢ contribute and should bLe enccuraged to
express it through such fields as drama, poetry, music, creative

writing, and cther arts.

Eo it was that in the early 1920s and 1930s, both in America

and Europe, educationalists attempted to rake education nothing
less than Froebel's maxim: "the educaticn c¢f the whole man" and
experimented with the use of "imitation" as a tcol fcor develcping
the full potentialities of the <creative imaginaticns cf

childhoodu

Echoing the philoscphy <c¢f Jchn Devwey, who advocated a
"learning through doing" process in educaticn, Winifred Ward in
1918 Lbegan to wecrk with methods which grew cut c¢f the progressive
schoocl movement,?23 While on the faculty at Northwestern
University at Evanston, Illincis, Winifred Ward was also
Supervisor cf Drama for the Evanston Public School District 65.
As an instructor of Advanced Storytelling, she experimented with
a form of improvised dramatic activity wusing stories fronm
children's literature. 1In this framework, Ward developed stcries
into play form with her ycung students. This became the
forerunner cf the creative dramatic technique kncwn as "story

dramatisation." When her first kook (Creative Dramatics for the

—_—— —— - ——
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Junior High School appeared in 1930 it generated

———

Upper Grades an

[[=7)

considerable enthusiasm and interest, bringing the term "creative

dramatics" into prcminence.

Ward's concept of story dramatization was the 1initial phase
for her philosorhy of creative dramatics. She conceived this as a
met hod whereby a group c¢f children, rresented with the cutline cf
an existing story, wculd develop their cwn dialogue, action, and
sequential crder for it., The dialogue wculd always remain fluid,
as the emphasis was on the develcpment cf character relationships

in the literature, as opposed toc producticn techniques.

Children, Ward became acgquainted with the work of Hughes Mearns.
His concept of the teacher as a guide whc has a sympathetic
understanding of the child's needs 1in the prccess of utilizing
his creative power,24 caused Ward tc accert the idea of "anti-
disciplinarian leadership.”™ 1In her kook, she attempted to define
and outline clearly the step-by-step prccedure for this art. She
placed special emphasis on the use c¢f rhythmic mcvement, <sense
training and dramatic play as integral parts of the classrccn
experience. She advocated the use cf animals and nature, as well

as literature, for dramatic source material.

An important new concept of "integratiocn" was alsc cutlined in
Ward's second tcck:

Social science, arts and crafts, wmusic, rhysical
educaticn, hcme economics, and cther subjects may all
be integrated into one dramatic prcject. At the center,
tying them all tcgether, is a stcry. Sometimes the
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story is original; sometimes it ccmes from literature
or history.

One of the best ways to understand cther
civilizaticns and «cultures is thrcugh such fprojects.
When children re-enact the 1life of the ancient
Egyptians or Greeks or Persians, and when they
dramatize modern stories of, say, BRussia or Sweden or
Denmark, they have experiences which lead ocutward by
creating resgect for cther pecple and civilizaticns,
and onward by arocusing interest which stimulates
further study of their history and their relaticnshirp
to modern living.2S

Ward believed integrated projects using creative dramatics
help in the learning prccess. Her clkjectives were:
1. To provide for a controlled emocticnal cutlet.
2. To provide each <child with ar avenue of self-

expressicn in cne of the arts.
3. To encourage and guide the child's creative

imaginaticn.
4. To give young people opportunities tc grow in sccial
understanding and cccperaticn,
5. To give children experience in thinking cn their
feet and expressing ideas freely.26
In England during the 1920s and 1930s, EFeter Slade was also
using drama as an educational tool tc¢ prcmote the ccncept «cf
"active learning."27 "Drama the Dream,”™ he wrote, Mis a natural
way cf incorporating the whole person and the learning man to
face the true facts of Drama the Doing cf Life." Slade was the
‘first person to point out that there exists a Child Drama as an
Art Form in 1its own right with its cwn shape and develcpment.28
He did not wish tc cause a "revcluticn" 1in educaticnal thought,
but rather to pcint a way that showed drama as an important fart

of education, one that may be linked with every subject, as hard

was advocating in America.
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Similarily, Slade stated that one cf the mcst valid reascns
for developing child drama "is not actually a therapeutic one but
the even mcre constructive one of preventicn."29 Undouktedly
Slade referred to the preventicn cf delingquent acts. Delinquency,
or near delinguency, can unfortunately creep into unguided child
play, as he recalled in "that terrikle newspaper stcry scme y€ars

back of a 'priscner' being left in a dustbini®30

Unlike the American art of creative dramatics which grew cut
of a teacher's secarch for better and more effective teaching
methods, Slade's theory of child drama develcped frcm his
observations of children during free play. He believed that the
circular, spiral movement used by children in their natural play
was the basis of all drama. He believed that a child®s natural
creativity could be hampered, or possitly permanently damaged if
the child was forced intc fcrmal drama situaticns at too early an
age.

When the child is abksorbed, it neither needs nor wants
an audience, and, because it needs nc audience, it
faces in any directicn and mcves where it will., It is
during this movement-at-will that the child tegins tc
cover the actual flocr space 1in so interesting and
beautiful a manner, filling the space as if it were a
picture, 3t

Slade's theoretical development c¢f child drama channeled the
natural play energies cf <children intc a cchesive and self-
expanding form of activity. Like creative dramatics, it was
utilized in education tc help children ccme to a better awareness

of themselves and to develop both their mcvement and language

flow. His conception was seen as an art form--a form of play
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through which creativity was nurtured. Slade ccncluded tkat, even
though children may do things in their cwn way, "spcntaneous
creation is one of the mcst dynamic things in man, and if that is
the way we tick, one may just as well make use cf the fact in

order to gain 'cccperative learning.'

"Spontaneous creaticn" presupposed <creativity which Lindley
Stiles ccnfirmed "has lcng been ccrnsidered the highest fcrm cf
mental functioning and human achievement."32 Victor Lowenfeld, an
eminent picneer scholar in creativity analyzed the reascns why we
must encourage creative-thinking cppcrtunities for children. He
stated that, as creative situations are encouraged, children will
become more sensitive to envirconment stimulii. "If children
developed without any interference frcm the cutside wcrld," he
said, "no special stimulation for their creative work wculd te

necessary."33

Lowenfeld and his associates in the Art Educaticn Department
of Pennsylvania State University, determined during a seven-year
study, "eight criteria for creativity."3% They believed that if
these criteria were not enccuraged, prcmcted or endorsed, either
because of the failure to achieve complete satisfacticn or the
outright surpression by elders or by the intimidating intrusicn
of adult standards, childrer's creativity, as explained by Hughes
Mearns, in Creative Eower, may not grcw or advance very far into

the realm of prcduction.353

In many cases, only the rare child has such cpportunities.
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Therefore, when such innovators as Winifred Ward in America and
Peter Slade in Ergland jcined "creativity™ with *drama" tc ccin
the term "creative drarmatics," and "child" with "drama" to form
an Art which promoted ‘"spontaneous creativity," respectively,
children were beginning tc acquire the opportunities "to be fully
educated."™ For, as T. S. Elict stated, "Tc be fully educated is

to have some s2nse of where everything fits,"36

The recent report, submitted by the Calouste Gulbenkian
Foundation in the United Kingdom on The Arts in Schools (1982),
based its first argument in support cf +the arts in the
curriculum, c¢n the need for children tc have some understanding
and therefore ccmmunicaticn c¢f the attitudes and values of life.
The lack of the aesthetic and creative--exemplified ty the arts:
music, drama, literature, dance, sculpture and the graghic arts
in the curriculum--would be a failure to educate childrer as
fully developed, intelligent, feeling human beings, This

conclusion by the <Calouste Gulbenkian Foundation endorsed the

ideas of leaders in the field of drama.

The development of drama in educaticr in the Ernglish-speaking
world is a twentieth century phenomencn. Eased cn thecries cof
play, education and drama discussed in this <chapter, the
drama/theatre mcvement has been carried fcrward by three distinct
generaticns cf thought represented by 1leaders in the field. The
first generaticn c¢r pre Wcrld War II grcup is represented Ly
Winifred Ward in the United States and Peter Slade in Great

Britain. The seccnd generaticn, cr gpcst World War II, is
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represented by Geraldine Brain Siks and Nellie McCaslin in the
United States and Brian Way and Margaret Faulkes in Great
Britain.,. The third generation of thought, cr the 1970s and
1980s, 1is represented bty Betty Jane Wagner and Ruth Beall Heinig
in the United States and Dorothy Heathcocte and Gavin Bceltcn in
Great Britain. (See Table 1.) In Canada, an interesting and
viable amalgamation of American and British technigues and
philosorhies has grown through a practical applicaticn cf drama
in the classrocn. To understand and appreciate the holistic
thought behind <Canadian "developmental drama," its tLkase and
inspiration, it is necessary tc lcck intc the development and

growth cf drama in education in America and Britain.



TABLE 1

GENERATIONS OF THOUGHT IN EDUCATICNAL DRAMA

A chart showing the writer's analysis of the generaticns cf thought

in the development of drama in school in the 20th Century.
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A survey of the literature on educaticn using drama shows that
there are no universally accepted definiticns. The methods of
using drama are as varied as their practitioners and,
consequently, definitions tend to shift tcwards the ‘tiases cf
their processes and gcals. Since tke wearly days of Winifred
Wward, who represents the first generation of educaticral drama
thought in the United States, terms such as "creative dramatics,"
"informal drama," "creative play acting,”™ "imprcvisaticnal
drama," and "educational drama" have keen used interchengeakly.
However, the largest naticnal crganizaticn invclved in children's
drama, The Children's Theatre Associaticn of America, decided in
the late 1970s tc use the term "creative drama" and defined it as
follcwus:

an improvisaticnal, nconexhibitioral, rfprocess-centered
form of drama in which participants are guided ¢ty a
leader to imagine, enact, and reflect upcn human
experiences.... The creative drama process is dynasmic,
The 1leader gquides the grcup tc exrlore, develop,
express and ccommunicate ideas, concepts, and feelings
through dramatic enactment. In creative drama the group
improvises action and dialogue apprcpriate to the
content it is explecring, wusing elements of drama to
give form and meaning to the experience.37

This definiticn evclved from Winifred Ward's important
concept, and was influenced by one of the earliest boocks on the
subject:  Corrine Erown's Creative Drama in the Lgwer Scheel,

(1929) .38 Ward's concept and goal of creative dramatics was that

the process, not the prcduct is important. Yet it is interesting
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to note that, almost thirty years after Ward's initial wcrk,
Geraldine Brain Siks, who represents the second generaticn of
educaticnal drama thought, entitled her seccnd kcok Creative

Dramatics: An Art for Children.3° Thus, in the United State

0

Winifred Ward began the ferm of creative dramatics and Geraldine

Brain Siks helped to estatklish the art.

In her most recent bcok, Drama With Children (1977), Siks took
the position that "drama as an art" in the schcol curriculum
should use the "prccess-ccncept structure."4¢ This structure
referred to the ccnceptual framework on which a drama frcgramme
is based. It is a dramatic process which
includes the <creative processes by which <children
criginate and fcrm dranma, such as perceiving,
responding, imagining, <creating, ccmmunicating, and
evaluating. The ccncepts cf the framework are based on
drama principles that are fundamental tc 1learning the
skills cf the related rcles cf player, rplaymaker, and
audience.*!

Though Siks' 1list of values, cffered thrcugh <creative
dramatics, clcsely paralleled Ward's gcals,%2 it was in the
approach to the basic art form that the cutstanding philcscphical
differences Letween these twec inncvators can be found. Siks made
it clear that «creative dramatics did nct have to rely solely on

literature, but that its materials cculd ke developed frem all

aspects of 1life, or even frcm "children's imaginings.®

A further develcpment of the work of Geraldine Brain Siks was
that she was instrumental in making creative dramatics a

requirement for educaticn and recreaticn majcrs at the University
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of Washingtcn as early as 1950.%3 Qriginally a student cf
Winifred Ward, she Legan her werk ir «creative dramatics at
Northwestern University and as a specialist in the Evanston
Public Schccls., In 1948 she moved to Seattle, Washingtom, tc Jjcin
a growing drama prcgramme created by the Junior lLeague of Seattle
and the University of Washington School cf Drama. This prcgramme
was to provide trained leaders in the field cf creative dramatics

for ccmmunity prcjectse.

This appcintment was influential in the formation cf Siks?
philosophy of creative dramatics. Whereas Ward's theory was
developed mainly fcr use in elementary schocls, Siks' philosophy
is applicable to recreation centres and ccmmunity crganizaticns
as well as schccls. She saw the pcssibility c¢f wusing creative
dramatics nct c¢nly as an art form in the schools, tut as a
beneficial activity in the ccmmunity.

A community can grow with its children and youth. When
the dynamic power of childhced is channeled intc strong
creative community programs the community as well as
the children Lenefits. Children jcin in <creative
activities that utilize their time, energies, and
d2epest resources of pcwer. They develop a ccmmunity
spirit and a feeling of responsikility toward the town
or place in which they 1live. Juvenile delinguency and
vandalism can be lessened 1in ccmmunities everywhere if
leisure-time youth frcgrams are challenging enough to
bring children from the streets.**

It would appear, therefore, that Siks?' philosorhy of creative
dramatics goces cne step keyond Ward's crientation. Thcugh becth

leaders agree that «creative dramatics should introduce the

fundamentals of drama to children, Siks believes that the
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material inside of the child should ke brought cut, not only fcr
its dramatic velue, but for its therareutic and emoticnal

benefits,

Consequently, by the third generaticn cf educaticral drama
thought in the United States, a wealth cf méterial had Ekeen
published on the subject. Two leaders of this present generaticn
of thought are Nellie McCaslin and Ruth EFeall Heinig. The former,
who is currently teaching at New York University, has published a
number of important books on creative dramatics and its relative,
children's theatre. Creative Dramatics ip the Classrcom is an
introductory text presenting thecry and practical application.*s
It includes exercises 1in senscry awareness, pantoninme, and
improvisation, as well as story dramatizaticn and fcrmal
production techniques. Children and Drama is a compilaticn of
essays representing the thinking c¢f a number of well-known

contemporary leaders in this field such as Agnes Haaga, Geraldine

Brain Siks, Ann Shaw, and England®s Dorcthy Heathcote.*®

In 1981, Ruth Beall Heinig published the seccnd editicn of her

book Creative Dramatics and retitled it Creative Drama in keeping

with the term preferred by the Children's Theatre Associaticn cf
America.*? This bcck grew as a result of mcre than twenty years
of werk in creative drama at Western Michigar University. Her
continual interacticn with children, teachers, and college
students in the field has resulted in many mcdifications of her

original ideas. 7Tcday, her courses, for toth fpre-service and in-
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service teachers, as well as students frcm a variety of other
fields including special education, theatre, psychoclcgy, and
recreation, encourage them tc wuse <creative drama in @Eany

situations. She advocates participation in elementary classrcoms
of all types (including regqular, open, alternative, special
education, mainstream and bilingual), nursery schools, day care

centres, libtraries, churches and recreaticnal centres.

Her techniques, which are representative cf the @majcrity cf
modern creative drama leaders in the United States, emphasize the
goals defined by the Children's Theatre Associaticn (i.e. (1)
development of lanquage and ccmmunicaticn abilities; (2) prcklenm
solving skills; (3) «creativity; (4) the promotion of positive
self concept, social awareness, empathy, a clarificaticrn cf
values and attitudes; and (5) an understanding of the art of
theatre). These goals have been investigated through a numker of

experimental studies based cn creative dramatics.,

Herbert Alan Ravner (1952), William E. Blank (1954), Charlotte
E. Ludwig {1955), Barbara May McIntyre (19%57), Jo Anne K. Tucker
(1971) and Lou Furman (1981) have all investigated tc varying
degrees the effects of dramatic activities (role-playing,
creative dramatics) cn the develcpment c¢f speech skills,

articulation, vccaktulary, reading and ccmprehension.:z

Consequently, the first potential gcal cf creative drama--to
develop language and communicaticn skills--has been recognized by

such authorities as McIntyre and Stewig in their creative drama
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texts.*9 They focus on methcds in which dramatic activities may
enhance reading, literature, oral 1language, and vccalkulary
developnent, as well as ncnverbal ccmmunication, listering
abilities, and creative writing. Heinig concludes therefore that
"drama thus prcvides the opportunity for «children tc bLbrcaden
their repertoire of vertal and ncnverbal interaction behavior and

to evaluate their effectiveness,"S?©

During the 1960s and 1970s, scientific studies were conducted
to assess the value cf drama c¢n problem solving, creativity and
thinking. Eleanor C. Irwin, in 1963, investigated the effects cf
a programme cf creative dramatics cn fperscnality; Emil J.
Karioth, in 1967, investigated how dramatics aided «creative
thinking abilities; and Maurice Ayllon and Susarn Snyder
concentrated their study on behavicural <cbjectives in 1966, 51
Although "problem solving skills"™ remained unchanged in Karicth's

, Paul Torrance in his studies, [Fncouraging Creativity in

study

the Classrocn, stated that "when childrern are presented with
problems to solve, with cren-endedness that required a filling in
of gaps, with infcrmaticn and ideas to synthesize into new

relationships, they are learning creatively."S2

Thus, Heinig concluded with the =second potential goal of
creative drama: "Pushing for new ideas, exercising imaginaticn,
generating soluticns, and synthesizing diverse elements ere all a
part of the rroktlem-solving Frocess, which drama can

stimulate,”"S3
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The third potential goal «c¢f creative drama is to nurture
creativity in children. Unfcrtunately, studies on the effects of
drama on children's «creativity are limited. Sister Dcrcthy
Prokes' 1971 study and the 1975 work «¢f Toni Schmidt, Elissa
Goforth and Kathy Drew both indicated that drama is an important
vehicle for rehearsing and nurturing creativity in ycung

children. S+

The fourth potential goal includes the promcticn of "a
positive self-ccncept, social awareness, empathy, a clarificaticn
of values and attitudes."SS Although these areas tend to overlap
each cther, a number of studies have ccncluded that drama can
have a positive effect c¢n a child's perscnal growth, his
awareness of the common bond of humanness, a develcgment in
empathy and a move away frcm egccentricity, and an opportunity
for him to be able tc find his own perscnal answvers to universal
questions. These gcals have been 1investigated by Mary Elin
Scmmers Wright in 1972, Mary E. Lunz in 1974, and Gordcrn O.

Hedahl in 1980.S%

The final gcal of creative drama, "an understanding of the art
of theatre," is based on creative drama's affinity tc the varicus
elements of theatre. Thcugh a ™theatrical performance" is not
necessarily the end result of the majcrity co¢f creative drama
experiences, the <e€elements 1invelved will assist children to

appreciate more fully the aesthetics of theatre and cther arts.
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Ruth Beall Heinig is typical «of a large tLtody cf
educationalists in the United States whc advocate the consistent
use of creative drama and other arts experiences to facilitate
learning in other sukject areas. Fcr example, in 1963, Bartara
May McIntyre published 1Inforpal Dramatics: A Language Arts

Activity for the Special Pupil, a practical handbcck which

presents a specific plan for incorpcrating creative dramatics
activity into a language arts programme fcr mentally retarded
children.5? The late Emily Gillies, in 1973, illustrated in her
book, Creative Dramatics for all Children, that the methocds used
"can bring a more finely wrought insight intc the emcticns of all

children, and intc (the) processes of channeling these emcticns

in safe and creative ways."S8

The most recent scholar supporting the potential use cf drama
with special porulations 1is Linaya lynn Leaf. In her extensive
and important study of 1980, she has identified and classified
the educational cbjectives feor creative dramatics when it is dcne
with handicapped children and youth in the United States.5? It is
likely that this work will encourage future study c¢f creative

drama with special populaticns.

Drama and the arts have too often been relegated tc the
stature of "fill-in-the time"™ activities c¢r simply "frills".
Fortunately, today, many levels of educational instituticns in
the United States are accepting the fact that when drama and the

arts are integrated they become vital r[parts of the daily
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classroom experience. They alsc prcvide new ways cf experiencing
and learning. "They are the horizcntal bands that cross the many
seemingly separate vertical compartments o¢f the curriculum and

pull them into a whole."60

5. The Develorment cf Drama 1i
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Parallel with the growth and interest in creative dramatics in
the United States, child drama develcped in Great Britain. The
name of Peter Slade, who represents the first generaticn cf
educational drama thought in Britain, is syncnymcus with this
development., Fcllcwing training and experience as an actor and a
producer--including running his own companies and training
studio--Slade turned tc teaching and education in the <early
1930s. He was perhaps the first perscn in Britain tc make a
positive pubklic statement cn the subject when he wrote in his
first publicaticn, Child Drama, that the child has his own form

of drama which is imprcvisaticn.®e1?

Improvisation or, as Slade termed it, "srontaneous drama," is
the ccmmon element in both Winifred Ward's «creative dramatics"
and Slades's "child drama." Slade wrote that children «create
their own stories and improvisations as they require them, and
even if improvisation scmetimes uses stories frem literature, it
also involves creative movement and speech, c¢r "language flcw."

It was Peter Slade's view that child drama is an art fcrm guite
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distinct frcm theatre as understccd by adults.

Scme twenty years earlier, Franz Cizek, in Vienna, had
initiated a new attitude towards children and their art which was
to accept the child as an artist in his cwr 1ight.®2 This was a
complete reversal cf the earlier assumption that the child cculd
not do better than imitate his elders. Cizek sought to define
this child art in a lecture:

People make a big mistake in thinking of <child-art
merely as a step tc adult-art. It is a thing in itself,
quite shut off and isolated, following its own laws and
not the laws of grcwn-up pecple.®3

Thus Cizek stated that children's art, although primitive in
form, was merely different frcm, not infericr tc, adult art. 1In
1942, Wilhelm Vicla, Cizek's pupil, suggested that the disccvery
of chlld art was parallel with, or perhars a consequence of, the

acceptance of tke child as a human being with his cwn personality

and his own particular laws.®*

This enlightenment was extended further by PFeter Slade in
England, who, like Cizek, divided <childhccocd 1intc varicus
develcpmental stages. These stages reflected recurring attitudes
of behaviour during which dramatic experience could help improve

many aspects of the child's life.

In 1959, Slade delivered a lecture at the Eirminghanm
University Summer Schocl, Worcester, which encapsulated his
theory and its gcals.

Briefly my method is this: at infant stage, tc develop
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individuality, a lcve c¢f scund, and then awareness of
the grcup; tc foster spontaneous speech, movement and
observable leadership. At 7-9 years to canalise the cc-
operative energies cf the gang during play, which will
later help the adult to work in a team under strict
discipline. The prccess of catharsis appears tc come at
its deepest during these years, tco, Lty the themes
chosen during Child Drama, which we can endure, share
and guide to their more constructive channels, thus
contributing tc the '"hcpe" process,as necessary for
balancing the psychic banking account. From 9-11 years
come the first slcw building of the bridge betueen
Child Drama and the adult world in disccvery co¢f more
truth about character, situaticn and plot when stories
and age old legends may be turned into pageants. During
these years one intenticnally develcps the tremendous
qualities (a) of absorption in the task dcne (necessary
for all study) and (k) of deep sincerity in the manner
of doing it, arising out of the child's innocence. One
notices that this leads to permanent traits of honesty
in the perscnality, and nc doubt tc the perceptions of
truth affecting who kncws what realms in the future....
With the 12 year old I try to safequard the climax
of childhccd so that maturity is deep and unhurried.
Frecm 13 years onwards drama training shculd develop
into three separate spearheads:
1« Imaginative training for all.
2. Social Drama for some (preparaticn for life,
interviews, cultural behavicr and situaticns
of responsibility. Personal proklem plays.
Service to others, etc.)
3. Theatre for a few (final emergence frcn
spontaneous speech wvia grcupr rplaying, into
the disciplines of the adult art.) 6s

Thus, Slade's theory of <child drama attempted to <chénnel and
utilize the natural play energies of children into a cohesive and

self-expanding fcrm cf grcup activity.

His follower, Brian Way, confirmed that Slade considered drama
an important part of educaticn, 1linking up with every subject,
and as an aid tc discipline and the three R's.%6 Slade made quite
an explicit distinction between his integration of drama intc the

curriculum and drama as a valuable out-cf-schcol activity with
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theatrical training as understccd by adults.

By 1963, the Newscm Report, a Gecvernment White Eaper on

Secondary Education entitled Half Cur Future, refuted the ccncert

of drama as merely a teaching aid ir the curriculunm, cr as the
production of a schocl fglay.

Though drama comes by school traditicn into the English
field, it is a creative art embracing much mcre than
English. Ferhaps its central e€lement is or shculd ke
improvisaticn. It invclves mcvement as well as
words.... Drama can offer something more significant
than the daydream. It helps boys and girls tc identify
themselves with well-known men and women of whem they
have heard or read.... Here is a way they can be helped
to reconcile the reality of the world outside with
their own private worlds. Once this begins, education
has something on which to build. In short, drama, along
with poetry and the cther arts is nct a "frill".... It
is through «creative arts, including the arts cf
language, that yocung recple can be helped to come to
terms with themselves more surely than by any cther
route., 7

This new concept of drama was effectively elabcrated upcn Gty
Brian Way, who represents the seccnd generaticn of educaticnal
drama thought in Eritain. Working for many years with the West
Country Children's Theatre Ccmpany he "ccntinually sensed a chasm
in educational thought,"®8 a chasm, which he believed was filled
by Slade's first edition of ¢Child Drama. This conceft, Way

further extended into what was to Lke known as "involvement

dramatics" cor "rarticipation theatre."

Brian Way's wcrk as a dramatist «clcsely paralleled his
contribution to the develcpment of drama in the schccls. "Drama"

he said, "is ccncerned with experience by the participants,
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irrespective of any function of ccmmunicaticn to an audience."6®
In his definitive bcok, Development Through Drama, Way stated
that "communicaticn to an audience 1is teycnd the capacities of
the majority of children and young people, and attempts to ccerce
or impose communication tco sccn cften leads tc artificiality and

therefore destrcys the full values of the intended experience.”"70

Like Ward, Siks and Heinig in the United States, Wway
approached drama in schcols through a series of carefully planned
activities. He focussed these activities on varicus aspects cf
improvisaticnal drama, such as concentration, imagination,
movement and scund, speech, sensitivity and characterizqticn,
improvisation, the impocrtance of space, and sccial drama. He
specifically advised the drama teacher nct to impose theatre
"shapes™ on students, and to discourage an "audience" until
confidence has been estaklished within the group. He further
advocated that they refrain from a critical fcrm of discussicn.
This he believed was sssential since, "Theatre is undoubtedly
achievable with a few--a very small rmincrity; but drama, like the

rest of educaticn, is concerned with the majcrity.n71

The dichotomy between drama and theatre has been challenged by
the admirer and promcter of Brian W%ay's methcds, Margaret
Faulkes. Educated in theatre in England, she was cc-fcunder and
co-director with Brian Way of the well-kncwn Theatre Centre in
London. In 1975, Faulkes questioned the manner in which drama

techniques were being adapted by amateur psychclogists and scme
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drama teachers. She regretted that scme practiticners had keen
diverted by the spectre of drama as @& panacea fcr all human
problems and consequently had become unccncerned about ™"the art

of theatre, although their activities are labeled 'drama.'"72

Faulkes claimed that "to a great extent, thcse of us who have
picneered in creative drama are tc blame for the increased use of
our technigues in other fields.™ She believed that cne cf the
most damaging aspects in the drama field, was the manifestation
of confused thinking among the exponents of creative drama: "scme
view it as an art form, suggesting that it is the child's style
of theatre; others call it art, but discourage any ccnnection
with the art of theatre; some insist that it is a subject in its
own right but is concerned with perscnal rather than drama
development; still others argue that it is the basis for eventual
drama experience; some deny its existence as a sutject at all,
designating it as an educational tccl--a ccre for all

subjects."73

Margaret Faulkes kelieved that if the whcle field of drama in
education was viewed 1in terms of the definiticn of drama
itself--"a set of events having the wunity and progress cf a
play"--then any course <c¢r precgramme cf drama must include a
beginning, a niddle and an end. She outlines a course in which
the beginning, middle, and end of drama in education are
interrelated phases of activity, incerporating the educaticnal

objectives of perscnal develcpment and the artistic cbjectives of



drama develcpment., These three '"phases"™ are:

1. Laying the Foundaticns: creative drama

2. Awareness of Dramatic Art Form: improvisation

3. Experience cf Theatre Art: theatre.?¢
As Faulkes rpoints out, the progression in drama frcm creative
drama through improvisaticn to theatre shculd be carefully laid
out, so that a student's responsiltility rprogresses from =self

(phase 1) to the grcup (phase 1-2) to the art form (phases 2z-3)

and ultimately tc the audience.

Presently, in 1982, twc cutstanding 1leaders in the field,
Gavin Boltcn and Dorothy Heathccte, represent the third
generation cf drama thought in Britain., Bolton began his career
as a mathematics teacher and became interested 1in the work of
Peter Slade and Brian Way. Wellknown for the «clarity cof his
extremely analytical thinking, the authcr of many wocrks cn drama,
he stated that in all drama certain prerequisites must be present
before any profitable results can ke achieved. These
prerequisites include:

Identificaticn cf group interests
Stimulaticn/contrcl cf grcup energy
Conni tment

Congruence

Finding a dramatic form.75

Bolton believed that when these [rerequisites have been
established, a drama teacher may Le successful in his overall
aim: change in understanding; an expectation of <change in

understanding as a primary purpose; and satisfaction frcm and

understanding of the art form. These aims, stated Bolton, may
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overlap with the objectives: autcncmy; language development
including expressive skills; social skills; theatre skills; and
reflection, For, "in any one lesscn a teacher may be structuring
the work towards prerequisites, okjectives and aims
simultaneously."7& This is due tc the fact that Boltcn encourages
drama to be primarily concerned with aprraisai, an

affective/ccgnitive develcpment.?7?

Boltcn, in his innovative and thought-fprcvoking book, Towards

a Thecry of Drama in Education, outlined a fcrm c¢f drama which
combines the two modes which Faulkes had shown were cften
thought to be inccmpatible--child play and theatre. For learrning
to be worthwhile, Beclten felt that children's spontaneous
activity shculd maintain the living-through gualities of playing,
yet be focused by the teacher wusing the elements of theatre:
contrast, tensicn, =surprise and symbolizaticn. Bolton preferred
the verb "to rcle-play"™ rather that the ncun "improvisaticn" when

describing the drama fprccess he advccated. He did concede,

however, that the two are one and the same.?8

Imprevisation has histcrically been a part c¢f theatre art and,
in this century, has beccme integral tc actcr-training--as may be
seen through the work of such theatre directcrs as Jcan
Littlewood, Peter Brook, Vicla Spclin and Augustc Bcal, to name a
few. Bolton's premise is that, through imprcvisation c¢r rcle
play, a student may gain a brcader, deeper and more perscnal

experience, whether that experience is based on drama cr theatre.
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Therefore, Bcltcn wrcte,

it can be <said that drama and theatre are essentially

the same dramatic art form. There is not a difference

of status ketween them though there is a difference of

intention and technique. It is not reasonable to argue

that whereas theatre <can be both goccd art and good

education drama can only be good educaticn. Pupils in

drama lesscns may te trained in the use cf an art form

irrespective of any bias lessons may cr may not hLave

towards performance. All gocd drama and theatre seek

the simple action to embody significance.?79

This significance kas alsc been pcinted out by the very

effective methcds used by Dorothy Heathcote. Heathccte left
school at the age cf fcurteen tc work as a weaver in a mill. She
gained her theatrical training at the Northern Theatre Schcecl and
was influenced by Rudolf latan, J. B. Priestley and London stage
designer Mcllie McArthur.®9 Heathcote envisions drama as a
living-through-experience in which the areas of feeling and
social relationships are of majcr ccncern. Her original approach
is nct, as <che says, "creative dramatics, rcle playing,
psychodrama, or sociodrama, but a conscicus emplcyment <cf the
elements of drama to educate--toc 1literally bring ocut what
children already know but don't yet kncw they kncw."8! She dces
not use <children to prcduce plays. Instead she uses drama to
expand their awareness, tc enable them tc lcck at reality through
fantasy, and to see below the surface <c¢f acticns c¢f tteir
meanings. Scme of her techniques involve "evoking," "edging in,"
"Brotherhoods,™ “"segmenting," "building beliefs," "drcpping to

the Universal," and wusing "role" in teaching. She telieves her

methods build "vclume within the student--quality education as
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opposed to gquantity."82

Therefore, it may be appreciated that, through such inncvatcrs
as Slade, Way, Bclton and Heathcote, the 1982 Calouste Gulbenkian
Foundation Report on The Arts in Schocls in Britain was akle to
base its first argument in support of the arts in the curriculum.

Our arguments in this report refer tc all of the
arts--music, dance, drama, poetry, 1literature, visual
and plastic arts. We dc not deal with them separately
because we want toc emphasise what they have 1in
common--both in what they jointly cffer education and
in the rproblems they jointly face....
As a result cf this Inquiry we see the arts making
vital contributions to children's educaticn in six main
AreaSess
a.In developing in full variety c¢f human
intellicence.sse
b.In developing the ability for creative
thought and actione....
CeIN the education of feeling and
sensiktilityeeee.
d.In the exploration of valu€S.ss.
e.In understanding cultural change and
differences...e.
f.In develcping rhysical and perceptual
skills....®3

This philosophy r1eflects Peter Slade's thecry that progress in
drama may be 1linked to the child's sccial development. Through
correctly applying various external stimulii, Slade tkelieved, the
teacher may effect learning and grcwing. Though he strongly
differentiated between theatre and drama, he believed that both
child drama and <children's theatre were impocrtant aspects in

childhood develciment.

The report also reflects the theories «c¢f Brian Way who
advocates that child drama =shoculd be introduced to <children

through a series of games and exercises and, only after they have
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become accustomed to the art form, may theatre te implemented
into the programme. His asscciate, Margaret Faulkes, takes cne
step further 1into the process by suggesting that improvisation

should be the link between creative drama and theatre.

Furthermore, the repcrt ackncwledges the benefits reiterated
by Gavin Bolton who has attempted to find the element of game in
drama by utilizing the technique of role-playing in crder that
there might be a "change of understanding" in the child. Dorothy
Heathcote has extended the 1integration of drama as a learning

tool to include children in mental hospitals and refcorm schecls.

Although these leading British prcpcnents of educational drama
may differ somewhat in their approach to working with children
they would undoubtedly agree with the fcllowing statement made by
Brian Way.

Indeed it is true to say that drama, =sc far from being
new is clcsely interwoven in the practical
implementaticn of bcth the spirit and substance of
every Education Act ever passed, especially the idea cof
whole perscn upcn whom our concentraticn is centred; to
make drama ancther subject in an overcrcwded curriculum
is to shift the emphasis away frcm the many ‘'whole
rersons' tc drama itself.®*

6. Development cf Drama in Schools in Canada

"Much of Canada's theatre has been ccnservative, colcnial and

derivative."8S This statement alsc arplies tc the status of drama
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in Canadian schools, which has been heavily influenced by Great

Britain and the UOnited States.

There was very little dramatic activity in Canada until the
1950s, when Brian Way toured, lectured and gave many workshcgs
across Canada, describing his methods and philosophy of drama in
Education.®® Though this created a great deal of enthusiasm fcr
drama and its justification as a tcocl in education, it left many
Canadians with a very superficial knowledge c¢f what Brian Way was

attempting to accomplish.

A more sericus result of these wcrkshcps was the sometimes
unsuccessful adaptation of exercises and techniques originally
conceived for use in the British culture. The attempt to adapt
elements frem cne culture to another, when cnly a sugperficial
understanding existed, often led to cases cf antagonism in tthe

schocols.

A second wave of influence <came in the late 1960s when
American Viola Spclin, the prcmctor cf "Theatre Games", visited
Canada and ccnducted a number of workshops. These workshops were
based on her theories of using games and improvisaticn as cne way
into drama. They had been develcped frcm her experience and work
with children and adolescents in a settlement-house theatre and
later in the <Chicagc Experimental Theatre.®? Their primary goal
was the training c¢f 1lay actors and children within the formal
theatre, It used the uncomplicated structure labeled Where, Whc,

and What, to create imprcvisaticnal scenes which concentrated
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upon solving a different prokbklem in €ach exercise cr game.

Spolin's workshogs, Lty wusing +that fcrm cf improvisation,
deeply influenced a numker cf people in Canada. Subsequently, as
knowledge grew cf the work of E. J. Eurton, Maisie Cckty, Alan
Garrard, Peter Slade and Brian Way in England, of Winifred Wward,
Geraldine Brain Siks and Viola Spolin in the United States,
improvisation began to edge 1its way intc Canadian seccndary

education.88

The growth of a philosophy for drama as a methecd and/cr toccl
in education develcped during a period when sccial and political
conditicns "opened up" in Canada. In the 1960's, Universities and
Faculties of Education began to 1intrcduce courses using the
techniques and philcscphies of these prcpcnents of development
through drama despite the problems of cultural disparities. This
Euro-2merican invasicn cf ideas, which cbviously reached Canada
after a time lag, has 1led to an interesting and viable

amalgamation of ideas.

One perscnality who greatly influenced this develcpment was an
Englishman, Richard Ccurtney. He came to the University of
Victoria, British Columktia, in the Spring of 1968. There, fcr the

first time, <Ccurtney attempted tc articulate reasons for a

Canada-oriented degree programme in drama in education. This
caused a highly stimulating inguiry intc the study of
"developmental drama": the study of drama in education in the

full sense of what he meant by that term. This was the study cf
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the way in which drama can te wused fcr therapy as well as

develcpment 1in almost any area of human activity.

Courtney's influence in Western Canada extended tc the
University of Calgary where a Develcpmental Drama Ccurse was
initiated when he became a faculty member cf that instituticn in
1971. At the same time other Universities in Canada, McGill and
Toronto for example, began to educate teachers to use drama kcth
as a "teaching strategy rather than a subject,”®® and to create
"an appreciation for the quality of the process rather than the

value of a product,.m90

As a consequence of the seal of respectability that drama
appearad to achieve in Canada, a number cf provinces commissioned
reports, quidelines and/or courses of study for elementary and
secondary schools. For example, in 1968, the Ontario Institute
for Studies in FEducation published A Cgourse of Study ipn Theatre

Art, Grade 7-1z. The following year, the EFrovince cf Ontario

Council for the Arts commissioned a repcrt which dealt not only
with the practical and artistic aspects cf theatres, but also
with the audience, the community, and education. This report was

titled The Awkward Stage: The Ontario Theatre Study Repcrt. The

—— . — ————— ———— ——— —————

first curriculum gquideline for Dramatic Arts in Ontario was

published in 1970. Dramatic Arts, 1870 was followed &Ly the

Ministry of ZEducaticn's fpolicy on drama within the Primary and
Junior divisions, outlined in The Fcrmative Years, 1975.

Suggestions for the implementaticn of drama was then provided Ly
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the Ministry of Educaticn in puklicaticns such as Educaticn in

Other provinces alsc developed ccurses and curriculum
guidelines for their =schocls, For instance, in Alberta,
Curriculum Guide for Drama--Secondary Schocl, 1970, Dramatic

Arts--Kindergarten tc Grade 3, 197C, and Drama Activitiegs and

Drama Guidelines, 1975, were issued by the Curriculum Development

Department of the Edmonton Cathclic Schccls. More recently, in

British Columbia, the Ministry of Educaticn initiated Drapa 8

Guidelines, 1977, and Drama 9 and Drama 10 in 1979.

A number of Canadian publicaticns, dealing with the "how-to"
of drama as distinct from the philosophy c¢f the wmethcd, also
appeared at this time. Some were influenced by the work of James
Moffett (Teaching the Universe of Disccurse 1968) and his
language-art-based programmee. Others were influenced by Fudolf
Laban (The Mastery cf lMovement, 1971) and his <creative dance
theories. Further, a number of publications were ccncerned with
developing Canadian source material fcr the content of drama

classes, as well as extending drama into other curricular

subjects.

The scope of the coverage can be gleaned from the titles cf
some of the more impcrtant texts that were published in Canada in

the late 60s and 70s: John Linn, et al, Langquage Patterns, 1968;
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Barten, Booth, Buckles and Moore, Ncbkcdy in +the Cast, 1969;

Murray Shaffer, When ¥Words Sing, 1970; Joyce Boorman, Creative

May McIntyre, Creative Drama in the Elementary Schocl, 1974; Alan

Duncan and Judith Phanidis, Growing Inside Out, 1975; Betty

Keller, Taking Cff: A Handbook for Teachers cf Creative Drama,

1975; Grace Layman, Educational Drama for 6 to 12 year clds,

1976; Sister Theresa Craig, "Drama as a Tool in the Social

Studies Curriculum," in Elements Translating Thecry into

e P

Practice, 197¢; and E. C. Hawley's Value Exploraticn Thrcugh

e e e el e e s - - —— —— ———— - —————

Role-Playing, 197€. These texts and articles are typical of the

holistic thought that has evolved in Canada, exemplified by the
Worth Ccmmission on Education Flanning puklication in 1972, A
Choice of Futures, which advocated a "perscn-centred scciety" in

——— i — —— ——— ————

Canada. 91

By the 1980s, the inspiraticn and fcundaticn of developmental
drama--creative drama and theatre games--had mcved intc a
drama/theatre arts procgramme in high schcols, called "dramatic
arts.” This was typified in the rationale of the Ontario Ministry
of Education, which stated that it was an attempt to frovide a
more specific and crdered curriculum develcpment, thrcugh a
practical, experiental subject invelving the whcle person in

imaginative situations.?92
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In Canada, in 1982, the dramatic arts may Le seen as an
oppcrtunity to involve children and young people in experiences
at levels of perscnal involvement which lead tc the clarificaticn
of values, perspectives and attitudes. The objectives of the
Ministry of Ontario's Dramatic Arts, 1981, clearly summarizes tkhe
Canadian philosophy cf drama/theatre in education:

1. The development of personal resources.

2. The acquisition of an understanding of self in
relaticn to others.

3. The practice of ccmmunication skills.

4, The stimulaticn of a sense of inquiry and a
commitment tc learning.

5. The <creation and appreciaticn cf dramatic art
forms.?93

Prcfessor John Eipley, of McGill University, in the recent
international meeting c¢f "Drama in Education" in Villach,

Austria, expressed a Canadian need:

Universities are unigquely situated to undertake

Developmental Drama research. If instructors are
prepared to introduce courses and draw upon the
resources availaktle in cther disciplines, our

classrocms could become in effect research lakcratcries

which could vastly increase cur knoswledge of Drama as a

tocl of affective education, and perhaps even pave the

way for the interdisciplinary, student-centred approach

to educaticn as a whole which we need so desperately.?94
Thus, though Ministries of Educaticn appear to be confident that
the gcals and cbjectives of dramastheatre in educaticn will bke
attain2d, there remains a need for the healthy investigaticn,
evaluation and communicaticn between practitioners in the

Universities, in order to «clarify their orientaticn in the

teaching process.
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7. The Devzlopment and Influence of Ihe Internaticnal Theatre

Institute

Internaticnal interest in the expansion <c¢f education as a
whole, and drama education in particular, developed follcwing
World War II. In 1947, the 1International Theatre Institute
(I.T.I.) was set ufp by U.N.E.S.C.O0. It was founded to fcster
international ccoperaticn through theatre and, in 1951, in Csleo,
Sweden, the following resolution was adopted:

Since it is <cur belief that theatre exercises a great
influence cn  young people, develcring artistic
sensibility and creative imaginaticn, an appreciation
cf human character, a love of team work and sense cf
harmonious ccllabcraticn, and the theatrical public of
the future, the Fourth Congress of the I.T.I. decides
to deal with the subject of the theatre for youth with
energy and purpose, and charges the executive ccmmittee
to prepare a conference on this subject as soon as
fossible. ?S

Consequently in April, 1952, wunder the Cultural Committee of
the Treaty o¢f Brussels Powvers, a conference was held by
U.N.E.S.C.0. under the chairmanship of Leon Chancerel. Philifp A.
Coggin summarized the ©prcpcsals made by the committee on
children's and young people's dramatic activity, under the
chairmanship of England's John Allen:

1. National governments should encourage the use of
creative dramatics throughout all educaticnal
estaklishments.

2. Teachers and youth leaders should Le trained in the
necessary techniques.

3. International machinery should Le established fcr
the exchange and disseminaticn cf information.

4. Educaticn authorities for all grades should prcvide
facilities fcr theatre performances cf real dramatic
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value nct only on school holidays but also cn schocl
days, it bkeing admitted that the art of the stage
performance is a powerful educational factor.®®

Thus, for more than thirty years, International organizations
as well as countries and individuals have advccated the use cf
drama in the curriculum. Although there is a great deal yet to ke

done, drama has been positively seen as an Art that facilitates

the transition ketween Home and Schocl, and Schcol and Life.

This chapter traced the develcpment c¢f play in education and
its relationship to the development of drama in education. It
outlined the develcpment cf drama 1in schools in the United
States, Great Britain and Canada. TIcday, although 1its
implementaticn in schools has been hindered for largely financial

reasons, its worth is affirmed by many educaticnalists.

In the next chapter, these developments of drama are linked
with the attempts of specific artists tc create theatre
experiences for children. It will describe the eventual merger
of the efforts of these artists and teachers to tring the gifts
of drama and theatre tc the ycung pecple cf the community. A
similar ccllabcration existed in Nigeria 1in traditicnal
education, as will be shown in a subsequent chapter, where the

whole community played an important part in the educaticn of the
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young. Consequently, a review of the development tcward this
concept will justify the wcrth of a child focussed theatrical

ferm for emerging nations such as Nigeria.
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Chapter III

HISTORICAL AND THEORETICAL EACKGRCUND:
THE CRIGINS AND CEVELCEMENT

OF CHILDREN'S THEATRE AND PARTICIPATICN THEATRE

1« Introductcry Statement

Since 1963, universities in Nigeria, thrcugh their Schools and
Departments c¢f LCrama and Theatre, have bkeen actively ccncerned
with the integration of drama into the 1lives of ©Nigerian
children. By their enthusiastic suppcrt fcr the projects, the
parents of Nigeria have shown their sclid approval. This writer
has been the directcr of three such programmes in three different
Universities, beginning in 1969. It is her tkelief that, althcugh
creative dramatics and theatre perfcrmed by children are valid,
some avenues of adult-performed <children's theatre should &te
explored. The writer therefore considers the fcllcwing Ltrief
historical survey tc ke necessary 1in placing her subsequent

"educative theatre" proposals into perspective.
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2. The Beginnings of Children's Theatre

Children's Theatre may ke defined, in 1982, as a dramatic
presentaticn aimed at involving an audience of children and
performed by adults (though a child may te wused in a child's
role). The level of participaticn cf the child audience varies
from simple audience observation to rcle-playing and decisicn-

making on the part cf the audience.

Although children's theatre as a movement is essentially a
twentieth century phencrmenon,! histcrically, children have keen
in the audience or on the stages cf theatres since the beginnings
of dramatic art. Their presence in the audiences of the Far East,
Asia, Europe, and America have indicateé¢ participaticn 1 varying
types of theatrical or ritual activity existed for sccial and

educational enrichmrent.

The Greeks performed their great tragedies with «childrern in
the audience, as well as in their casts; the Medieval Mystery and
Morality ©plays used young children to play angels and 1little
devils; while, in England, <ccmpanies c¢f young bcys, who were
highly skilled perfcrmers and evidently quite satisfactcry in
their parts, verfcrmed (notably in women's rcles) for adults in

Shakespeare's daye.

In the English-speaking world, the first play designated

specifically for the ycung was written Ltetween 1553 and 1558.2 2
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vice versa. Ccnsequently, it dces not technically fall intc the
realm of children's theatre. Undoubtedly it was directed Gty
adults, therefore may be termed children's drama--an all-

inclusive term for all forms of theatre Ly and for children.

In mid-seventeentl century France, Jean Racine, one of the
greatest playwrights of the day, was ccmmissicned to write fglays
for perfcrmance by young girls attending Mme. de Maintencn's
have been used in the schcol, they sccn found their way intoc the
repertoire cf the adult theatres as distinguished examples of
French neo-classical tragedy. Furthermore, a hundred years later,
under the influence of the educaticnal thecries co¢f Jean-Jdacques
Rousseau, Mme. Stephanie de Genlis, wrcte moralistic plays for
children of the French aristccracy to perfcrm for children.* She
was concerned with the spiritual needs of «children as
individuals, "as oppcsed to half-formed adults with few develcped

needs, which was the ccntempcrary way cf regarding children."s

This new tradition in theatre was nct lcng-lived in France cr
elsewhere. Even when theatre bacame a family affair the plays
were speaking tc several age levels rather than specifically to

the younger generaticns in the audience.

In the eighteenth century, children's theatre appeared 1in

England not in the form of scripted plays by playwrights kut as
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the beginnings cf the famcus English pantcmime. The tradition of
the family audiences at the English Pantcmimes continues tc this
day, although much of the humour is directed to the adults, the
plot or storyline 1is aimed at the ycunger members of the

audience,

In other parts of the wecrld such as South America, Africa,
Asia and the Far East, children's plays were nct produced or
written specifically for children. Children attended theatrical
performances as a part cf their ccmmunal life., These traditicnal
performances were strongly ritualistic, with dance and wmusic
playing a major part. The shadow-puppet plays of the Far East;
the masked Korean dance plays; the religicus plays c¢f Tiketan
Hindu fables; the Jaranese Kabuki dramas; and the Chinese Opera,
were all examples cf theatre where children were equally accepted
in the audience. In Africa and South America, children have
traditionally teen expected tc participate as audience members in
the annual festivals to their gods and ancestors. Lesscns are to
be learned as the child watches the ritualistic festivals or

listens to the traditioral storyteller telling and retelling the

tales and myths cf his people.

Therefore, as shcwn by the foregeing, fricr to the twentieth
century, children were accepted as part cf the adult-oriented
traditional theatrical life of their ccmmunitites. However, at
the beginning cf our century, a new phencmenon, children's
theatre, arose which was proclaimed by the well-kncwn American

storyteller, Mark Twain, as "cne cf the very great inventions of
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the twentieth century."® Presently, in the last quarter cf cur
century, children's tlkeatre has become an important wcrld-wide

aspect of our cultural life.

3. Children's Theatre in the Twentieth Century

Early in the evcluticn of the United Socialist Soviet Repuklic
(U.S.S.R.), the state accepted the far reaching ccnsequence cf
the pedagogical and sccial gcals cf the theatre. 1Tte first
professional theatre fcr children in the world was opened in
1919, in Moscow. Natalie Satz, a dynamic ycung woman and "mcther
of Soviet children's theatre," founded the First State Theatre
for Children.? This theatre presented rplays by adults fcr
children in order to help them to cope with the urheavals caused
by the recent revcluticn., Early Scviet ©plays for children
contained themes which reflected a character's triumph over the
typical hardships cf war and revelution, thus giving the viewing

children hope tc continue.

A repertoire which included MNowgli, a hercic fairy tale from
Kipling's Jungle Bggk; Nursery Rhymes, a dramatization from

Mussorgsky; The Pasha and the Bear, a vaudeville from Scribe; Th

o)

Nightingale, a lyric fairy tale from a stcry by Anderson; Th

I©

Colcr Box, by one of the most gifted Fussian writers, Alexei

Remizoff; and Icm Sawyer, a dramatization in Russian from Mark

Twain, was presented to children, their teachers and guardians
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throughout the week. As well, Constantin Stanislavski, the great
Russian theatre directcr «c¢f the Mosccw Arts Theatre, also
produced theatre primarily fcr children.® As a director, he
insisted: "It is necessary to act for children as well as adults,

only better."?

After the Russian Revcluticn, Lenin, whc 1is probably
responsible for the state of all the arts in the USSR tcday,
insisted that the arts play a key rcle in the shaping of the new
ideclogy among the Russian peasants.

It was quickly discovered that pocr quality and boredom
in the theatre would undo the pedagcgical hcpes held
for the arts, sc high standards and entertainments were
made priorities. The result...has teen a generally goccd
children's theatre, which is cfficially reccgnized a
part of the total educational exposure c¢f the child.1o

An American, ¥oses Geldterg, who had researched cltildren's
theatre in the U.S.S.R. and other sccialist countries, claimed
that there were over fifty highly subsidized regional children's
theatre companies throughcut the Soviet Unicn. He further stated
that other Socialist nations, such as Czechcslcvakia, Yugoslavia,
and Romania alsc had excellent <children's theatres. Gclcékerg
believed that without ccmpromising their artistic standards, the

Soviets had succeeded in inculcating the Socialist morality

through their theatre programmes.

In Western Europe, plays for a ycuthful audience swere
available at the Theatre du Petit Monde in Paris, as early as the
1920s.!1 One of the most influential leaders of the children's

theatre movement was the Frenchman, Leon Chancerel. He was
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responsible for organizing most c¢f France's children's theatre
and the teaching of their leaders. This dynamic man, who worked
for UNESCO and the promotion of the arts until his death, said in
1952:

There is in children a thirst fcr the marvellcus and

even more, a need for laughter and emcticn. It must be
fulfilled. The imrressicns of childhocd always remain.

It is necessary that they be wcrthwhile. Childrern whce
do not laugh tecome disillusicned men. Those whose
hearts are not touched become men with hearts cf stcne.
It is not to men that it is necessary tc teach love,
but to children.12
This "fulfillment" was found in Italy through 1its well-known
maricnette theatres, as well as a number c¢f cther prcfessicnal
children's theatre ccmpanies. The Teatrc per Ragozzi, in Milan,
which opened in 19£3, was to be the first prcfessicnal theatre in
Italy to perform all year for young rpecple. Touring thrcughcut

northern Italy in schocls, it attracted scme gcod actcrs and, as

Goldberg pointed out, "highly moralistic" playwrights.t3

For the Austrians, as with the Italians, there was little
concern for the aesthetic, <educaticnal or social values of the
theatre. As a result, the productions in the Theater der Jugend
in Vienna were held toc "exist fcr children because theatre

exists, and for no special reason beyond that."1#¢

On the other hard, in Germany, flays fcr children in schools
as well as for professicnal theatres, have an o01ld traditicn.
Recent efforts tc make theatre more relevant to their ycung
audiences may be seen in West Berlin's radical cataret theatre

for children. This company produces original material shich has
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been improvised and developed bty ycung pecple. 1S

In Scandinavia, a great many of the <ccmpanies which were
established during the middle sixties ccncentrated on work for
yocung audiences.16 They 'uere influenced Ly experimental gIcup
theatres frcm the United States and, though some o©f these
companies are still active today, their working methcds and ainms
have «changed cver the years. The Swedish Jester Company
(Narrengruppen) and the Danish Ccmpany of Christianshavn
{(Christianshavnsgruppen) are two which have had a significant

influence on Scandinavian childrent's theatre.

Children's theatre began to emerge 1in England kefore the turn
of this century. The Bensonians, under the directicn of gir
Frank Benson, toured plays specifically for children tc the
Public Scheccls.!'? During World War I, Jean Sterling Mackinlay
produced a series cf <children's plays as a substitute for the

traditional pantcmime during the Christmas season.18

Following World War I, BEertha Waddell tegan to tour schccls
and theatres with her Scottish Children's Theatre. This company
was fortunate encugh tc continue its werk until the late 1960's,
whereas many English theatres were forced to disband due to poor

financial support.1t®

During the thirties, before his wcrk shifted fren fcrral
theatre to Child Drama, Peter Slade was cne cf England's foremost
picneers in children's theatre. He tcured schocls with  h two

separate theatre ccmpanies: the Fen EFlayers and the Faratle
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Players.29 Though both companies closed in 1938, at least ten new
theatre companies, all ccmmitted tc perfcrming plays for ycung
audiences, were established by 1940. Twc such companies, launched
in 1948, by Caryl Jenner and John English, grew intc the well
known Unicorn Theatre fcr Ycung Pecple in Lcndon and the Midland

Arts Centre in Eirmingham, respectively.

By 1953, Brian Way established his Theatre Centre, London,
with Margaret Faulkes. This company was tc become the laboratory
for Way's experiments with Participation Theatre for children and
young people. Today, almost thirty years later, it has produced
seven companies, cff-shoots from the Theatre Centre which tcur
schools in the United Kingdcm, wusing material, most cf which is

written by the prolific playwright, Brian Way.

The status cf theatre for children has been descrikted as
"booming" in England. There are now scme sixty professional
theatre groups working for <children in Britain.2! Rcughly cne
quarter of them, including the Durham Children's Theatre and
London's Unicorn Theatre, specialize in children's theatre, while
the rest are community theatre groups with policies which feature
specialist work witk «children. Ergland 1is therefore in the
forefront «¢f countries which promote an intense interest in
drama/theatre as a process in develcping the child in education.
As well, "England has...a well estaklished 'traditicnal' theatre
offering primarily fclk tale material, and a seccnd generaticn

activist theatre seeking social and political change."22
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It was through the Children's Educaticnal Theatre (C.E.T.) cof
the Educaticnal Alliance in New York City that the trend, which
would later become children's theatre, grew. In 1SC3, under the
inspiration of America's "mcther" cf children's theatre, 2lice
Minnie Herts, C.E.T. was conceived.
The Children's Educational Theatre did nct develop to
demonstrate a pedagogical theory, but simpy to supply a
hitherto unsupplied thcugh universal demand--the demand
cf children and young people for interesting
entertainment.23

Unfortunately, this project was closed in 1908, though Miss Herts

continued to write ard encourage the establishment c¢f Children's

Theatre throughcut the ccuntry.

The first naticnal organization dedicated tc the establishment

of non-commericial community theatre, The Drama lLeague, was
founded in 1910. Its purpose was to stimulate dramatic activity
in the community, as well as produce children's theatre.?2¢ For

example, under the influence of the League, Christadcra Hcuse in
New York opened a touring children's theatre, known as the
Portmanteau T%edmg in 1915. This theatre, under the direction of
Stuart Walker, performed at settlement houses, private homes and
churches in the ©New York area and, later, nationally. In
addition, Karamu House in Cleveland kegan as a Negrc Arts Centre,
but soon began tc prcduce plays for the enrichment and Lketterment

of all the young settlement perfcrmers.2sS
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Prcfessional ccmpanies for young audiences also kegan tcuring
around the naticn. One company, which was to last for nearly
thirty years, was founded by a British-trained actress, Clare
Tree Major.26 Although her ccmrany in New Ycrk City initially
geared its work tcwards producing fairy tales for children, it
eventually produced scripts based cn dramatic lterature which was
being studied in schcols. Consequently, it may be considered the
first group in the United States which ccrrelated scheccluwecrk with

professional theatre prcducticns.

The Kenneth Sawyer Goodman School of ©Drama o¢f the Art
Institute of Chicago was ancther civic-criented prcject unveiled
in the late twenties. Charlctte Barrows Chorpenning tcck over its
leadership in 1931, where she devcted herself to writing
children's fplays and thus established The Gcodman Theatre as the

"cornerstone" of the American children's theatre movement.27

The next two decades have been descrited as years cf expansion
rather than experimentation. By 1944, the first real attempt to
organize all thke varicus aspects of the children's theatre
movement was made. The Children's Theatre Ccmmittee (C.T.C.) cf
the American FEducational Theatre A2Asscciation (A.E.T.A.) was
convened by Winifred Ward at Northwestern University in Evanston,
Il1linois.28 #When A.E.T.A. changed its name tc the American
Theatre Association (A.T.A.), CsTeC. became the Children's
Theatre Asscciatiocn of America (C.T.A.A.). Tcday, the C.T.A.A. is
the =<strongest national influence for the enccuragement cf

children's theatre.
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With +the increase in professicnal theatre <cfferings fcr
children, came the great influx o¢f publications of children's
plays and writings on the subject of children's theatre. This
indicates that not only on an individual and community level was
children's theatre seen as a impcrtant adjunct to Theatre, but

alsc cn the naticnal level.

Harold Oaks of the University of Utah has stated that the only
term which can accurately describe theatre in the United States
is "diverse."29 Tcday, in 1982, he has reported that there are
about 250 children's theatre ccmpanies.
Many work with scripted material, FEktut a number develcg
their material imprcvisaticnally. Subject matter may
deal with such varied topics as the metrics systen,
personal relations, family relaticnships, histcry, folk
and fairy tales, etc. A few ccmpanies deal with
political cr social prcblems,30

Thus, it can be seen that, in the United States, theatre fcr

young people 1is seen as a rowerful tocl, wused both formally and

informally.

(iii) Canada

The first professicnal ccmpany for children's theatre in
Canada was established in Vancouver, British Cclumkia, in 1951. 31

Many of the plays that were perfcrmed were typical American plays

The Indian Captive, and Young Abe Linccln. Until 1973, this

——— — ————— —— . — ——— ———————

company, the Holiday Theatre, provided twc kinds cf theatre for
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children: large proscenium plays for +the Vanccuver earca and

smaller touring plays fcr the rest cf the prcvince.

A number of cther ccmpanies, whose initial aim was to present

theatre for children, grew in the sixties: The Manitckta Theatre

Centre, Les Jeune Ccrediens and Theatre Hour Company. Each
company provided cprertunities feor ycung artists to gain
professional experience. Fortunately, their wcrk was taken
seriocusly since they were given seriovs wcrk to do. Many have

continued to dedicate their mature professicnal lives tc theatre

for young people.32

The early 1970s saw a huge influx cf ccmpanies performing in
scheoels and in ccmmunity theatres for ycung audiences. This was a
result of the government policy based ocn a decentralization and
democratization cf the arts, whereby the Opportunities for Ycuth
Programme (C.Y.F.) was founded. This later became the Lccal
Initiatives Prcgramme (L.I.P.) which enccuraged experimental
companies such Victoria's Company One tc develop and flourish.
Unfertunately when gcvernment funds ceased, so did many cf the

companies, 33

Most groups committed to producing theatre for ycung peorle in
the 1980s tour extensively, utilize "pccr theatre" techniques and
frequently create and perform didactic c¢r pclitical plays.3* Fcr
exanmple, the Catalyst Theatre, the Arete Contemporary Mime
Troure, Theatre Calgary's Stage-Ccach players, the Carcusel
Theatre, the Manitckba Theatre Centre, the Glcbe Theatre cf Recina

Saskatchewan, Le Theatre de la Marmaille cf Quebec, the Green
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Thumb Theatre for Ycung Eecple of Vanccuver, the Kaleidcsccrge
Theatre and the Basticn Theatre cf Victcria, all tour extensively

specifically for ycung pecples' theatres.

Canadian playwrights and publications ltased on <children's
theatre have alsc emerged in the 1last few years. Henry Beissel,
Carcl Bolt, Rex Deverell, Dennis Foon, James Gibtson, Liz Gerrie,
John Hirsch, Betty Iambert, Eric Nichcl, Sharon Pcllock, Dodi
Robb, Carole Tarlingtcen ard Jan Truss are cnly a few of the

authors worthy cf mention.

In 1979, Joyce Dcolittle and Zina Barnieh wrote in Firror of

Qur Dreams:

We have come to a crossroads ir Canada for ycung
recple's theatre. Whether the road ahead will lead tc
higher gquality and relevance and genuine artistic
experiences for our young people, or to the
discouragement of the best artists who <cannot be
expected tc struggle against such odds, is up tc all of
us who care.35

In 1982, Doclittle wrote this updated view:

because so pany ycung professicnals-- actcrs,
directors, designers, stage managers and
playwrights--have their first jobs in this genre, the
work has an influence beycnd the already considerable
one it exerts through its child audience. Its agit
prop, vaudevillian and collective creation aspects
influence future creations for all theatre in Canada.36

With the founding of the Association Internationale du Theatre

pour 1l'FEnfance et la Jeunesse (A.S.S.I.T.E.J) in 1964, Children's
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Theatre became an internaticnal mcvement. This organization
encouraged the fromction of children's theatre ELoth in
productions and research throughout Eurcpe and the rest cf the
world. Its goals are set dcwn in its charter as follows:

1. To promote <contacts and interchange cf experience
between all ccuntries, enccuraging theatre artists
to beccme mutually acgquainted so as to estimate
their own wcrk, and in this spirit influence the
public.

2. To promote study tours for individuals or groups, as
well as engagements for producing ccmpanies
travelling atrcad.

3. To introduc=2 and support, at its discretion,
proposals rade to ccmpetent naticnal and
internaticnal authorities, for furtherance of its
work.

4, To promote the formation, in ccuntries where there
is ncne, of naticnal associaticns uniting all
organizations and persons interested 1in theatre fcr
children and yocung people.37

This organization which includes a wmemkership cf cver fcrty
countries, has had a great influence in prcmecting children's
theatre as a theatrical art, as opposed to a vehicle for teaching
in schools. In English-speaking ccuntries =such as Britain, the
United States and Canada, it has opened channels fcr a free

exchange of ideas, evaluation and assessment c¢f children's

theatre work Letween professicnals. This can only lead to the

4, A Short Review of Children's Dramatic Literature

For the purpose of this study, this review will ccnfine itself

historically tc the last fifty years of <children's theatre
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scripts in the English-speaking world. Nevertheless, it shculd te
noted that some cf the finest plays fcor children were written
prior to the 1930s, each attempting tc reflect the needs of the
society at that time. For example, BAugust Strindberg's Swanwhite
(1902), James Barrie's Peter [Ean (19C7), BRatindranath Tagcre's

The Post 0ffice (1912), Jessie B. White's Snow Hhite and the

Seven Dwarfs (1912), Jules Goodman's TIreasure Island (1915),

Luigi Pirandellec's The Jar (1917), Federico Garcia Lorca's The

Billy-Club Puppets (circa 1922), and Eugene Schwartz' Russian

plays, such as Little Red Riding Hood, 1Ihe Hidden TIreasure, The
Y

———— e —— ————— - —— ———— ——— —— ——— o —

Snow Queen, The City of Puppets and A Distant Land.

Many children's theatre scripts were drawn from the great
works of literature and from cultural heritage., They were written
either directly fcr children or suitable fcr children. Such a
plan is successful only when the adaptation is goccd theatre and

not merely the criginal rearranged as dialogue.

The follcwing chart was ccmpiled tc visualize <children's
dramatic literature chronologically, with particular reference to
its changing scurces, themes and topics being used by
playwrights. It is by no means a «complete list, Lut it is an
attempt to identify the majcr plays and/cer literary works which
influenced subsequent scripts. Those which helped tc initiate new
and relevant thought in children's dramatic 1literature were
enriched mainly during the 197Cs, by a healthy assortment of
participaticn theatre scripts. "Participaticn theatre"” refers to

scripted drama, in which "planned, intended,
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935
935
937
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939
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945
947
948
949
951
952
954
955
955
957
957
960
962
963
964
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Examples

PLAY

Alice in Wonderland

Jack and the Beanstalk
Tom Sawyer

The Indian Captive

The End of the Beginning
Soul Gone Hcme

The Ghost of Mr Penny
The Man With the Heart...
The Christmas Carol

Rumpe lstiltskin

Peter, Peter Pumpkin Eater
The Land of the Dragon
L>ok and Long

Huckleberry Finn

Bzauty and the Beast
Arthur & the Magic Sword
Abe Lincoln-New Salem Days
King of the Geclden River
The Red Shoes

Niccola and Nicolette
Winnie The Pooh

Childhood

Reynard the Fox

The Ice Wolf

Androcles and the Lion
Iingalary Bird

Two Pails of Water

The Riddle Machine

The Thwarting of Baron...
M=2an to be Free
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TABLE 2

of Plays Written Specifically for Children 1932-1980

AUTHOR

Eva Le Gallienne
Charlotte Chorpenning
Sara Spencer
Charlotte Chorpenning
Sean O'Casey
Langston Hughes
Rosemary Musil
William Sarcyan
Martha Bennett King
C. Chorpenning

M. B. King

Madge Miller
Gertrude Stein

Frank Whiting
Nicholas Stuart Grey
Keith Engar

C. Chorpenning
Margery Evernden
Hans Josef Schmidt
Alan Cullen

Kristin Sergel
Thornton Wilder
Arthur Faugquez
Joanna Kraus

Aurand Harris

Mary Melwood

Aad Greidanus

Beth Lambert

Robert Eolt

Jocanna Kraus

TYPE

Adapt., of Lewis Carroll's novel for children

Adapt. of Fairy-tale: religiously faithful to stcry
Musical adapt. of Mark Twain's novel

Historical

Original Farce

Poetic tragi-comedy, the death of 16yr. old boy in ghetto
Mystery-comedy, ccntemporary and realistic
Contemporary, life in the Depression

Musical adaptation

Adapt. of fairy tale

Extended adapt., made contemporary

Chinese style with original plot

Morality tale

Adapt. of Mark Twain's novel

Expanded adaptaticn

Contemporary epic-story

Histeocrical conjectual character study

Adapt. of classic

Fairy tale

Criginal sophisticated fantasy tale

Adapt. of A. A. Milne's children's story

One-act contemporary play: children and their parents
Moral humanistic play

Tragic tale of Eskimo outcast, transformed into wolf
Aesop's falble, emphasizes values of freedom, friendship
*Absurdist, with participation, magic, comedy, suspense
Dutch absurdist farce, questions value placed on work
Canadian futuristic morality play about growing up
Comedy with Participation, Brechtian elements & suspense
Conventional dramatization of historical event: slaves
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TABLE 2 (continued)

1970 The Hide & Seek Odyss2y... Frank Gagliano Contemp. drama dealing with death, identity, society
1970 Almighty Voice Len Peterscen *Moving historical Canadian play: class of cultures
1972 1The Clam Made A Face Eric Nicol *Canadian Indian tales
1973 Vasalisa Joanne Kraus Fussian tale
1973 0ld King Cole Ken Campbell Comic anti-establishment farce, with suspense & magic
1973 Names and Nicknames James Reaney Comic script using language games and rituals
1974 cCanadians All Stephen Heatley Contemporary Canadian immigrant problems
1975 Rags to Riches Aurand Harris Irad. Chinese conventions to create romantic morality
1975 The Ccckie Jdar John Clark Donahue Contemp. conflict between individuals & institutions
1975 0ld Keig of Malfi John Clark Donahue Contemp. problems of generation gaps in growing society
1975 The Mooncusser's Daughter Jcan Aiken Comic adventures cf modern family relationships
1976 Step on a Crack Susan Zeder Crisis in modern divorced family
1976 Best Present of All David Mackenzie Contempcrary girl guestions Christmas
1976 Man Oh Man Jack Zigpes, trans. Musical guerilla type drama
1977 Skupper Duppers Flora Atkin *¥Eskimo's problems of survival in harsh climate
1978 Oomeraghi Oh Jan Truss *Canadiana participation script
1978 The Windigo Dennis Foon An Ojibway hunter's confrontation with Ice Spirit...
---? Grindling Gibbons... Brain Way *Swash-buckling adventure set during the Plague, Fire
The Bell Erian Way *A journey tc collect special ingredients
The Mirrorman Brian Way *Toyman/Mirrorman each with his own magic book...
The Island Brian Way *Problems between Headman, wife, daughter & islanders
The Struggle Brian Way *A free & mcdern adapt. of Pilgrim's Progress
On Trial Brian Way *Audience/jury decide whether char. guilty or not
Magical Faces Brian Way *Themes: faces
The Key Brain Way *Themes: keys
The Clown Brian Way *The clown who lost his laugh
1980 Tae Price of Coal Belgrade Cov. T.I.E. *The history of lccal coal-mining

kukbish Leeds T.I.E. *Waste versus re-cycling

Travellers Lancaster T.I.E. *A Prcgramme about gypsies

Big Deal Belgrade Cov. T.I.E. *A Programme about land and housing
Pow-How Belgrade Cov. T.I.E. *'primitive!' life versus 'civilized' life
Polly the All-Action Dolly Bowsprit Co Greenwich *A Programme on social behaviour

Ifans' Valley Lancaster T.I.E. *A Programme about natural resources

The Navigators Belgrade Coventry #*The building of the railways

(* Participaticn Scripts)
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constructive, <contrclled and purposeful participaticn,"39 Lty the

child audience is integrated intc a rlay.

A review of the preceding chart wwill shcw that the content of
plays has changed quite drastically since the 1930s. During the
thirties, forties, and even the fifties, it was fashionakle to
present plays which borrowed from c¢r were adapted from the
classics and fclklcre. Few had original plcts and the rare play
used actual historical characters. They were basically what
Richard Courtney called "Madult-centred" in which an attempt "to
train children in the idealisms inherent in their societies,”

through the theatrical presentation, were apparent,*?®

The 1960s saw the keginning c¢f theatre for children which
gquestioned, searched and cpened new vistas for dramatization.
Family conflicts, positions in society, the value cf wcrk, the
acquisition of materiali wealth, identity, death were all subijects

which were successfully presented in dramatic form fcr children.

Playwrights, 1like ncvelists, began tc¢ see the educaticnal
value o¢f questioning the past, analyzing the present, and
pradicting the future. Children were seen as beings whc had the
potential tc perceive, think, questicn, accept, act and interact
with their society. Fortunately, characters were nc lcnger Lteing
presented as ideal models, but mcdels with whom children could
empathize, Prcblems of the envircnment, humen bLtehavicur,
attitudes, confrcntaticns, and very truthful situations with
which children identify, were presented fcr them to reflect ugon,

discuss and sometimes attempt to solve.
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Thus, this type <c¢f @material led tc the develcpment cf
"participation theatre." Through participaticn theatre,
playwrights have accepted that theatre can contribute to the
education of their ycung audiences. With the perfcrmance of the
script, concrete cpportunities for sharing and creating a valid

theatre experience, are cffered.

Brian Way, who may be called "the father of participaticn
theatre," believes this "theatre experience" has always existed
within the realms of childhood:

Audience Participation in Children's Theatre -

particularly with younger children -- is a phencrencn
that exists within the children themselves. The
phenomencn is cbkservable even by inexperienced
chservers, and an important truth 1is that nctedy

invented the phencmencn....All theatre, for whatever
age grcup or kind of audience, <calls for and even
depends upcn the participation of the audience. For the
ma jority c<¢f theatre experience, the main areas of
participation, however, are intellectual, emotional and
spiritual, not necessarily in egual
proportions—--perhaps nct always all three....Whatever
the motivations and oljectives of the authcr, cr the
method of procedure of the <cast and the directcr, the
factor of the 1live audience will have some kind cf
btearing, thrcugh participation on the mind and/or the
emotions, and/or the spirit.... They are part cf the
theatre experience.*!

Aurand Harris, +the playwright, agrees that participaticn can
give variety tc a [prcducticn, if it is used 1legitimately and
sparingly. However, he feels

it can never be the "blced and bcnes™ of children's
theatre. From okbserving some children's plays, I feel
that audience participaticn was nct wused legitimately
to heighten an effect, but to cover up inadequacies in
the script and prcducticn. It appears that audience
participation is at times the only way scme producers
know to gain and hold attenticn. Tc me, in the theatre
a party is nct a play. 42
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Harris 1is undouktedly describing the tyre of theatrical
presentation where invclvement is seen as a reacticn tc the
visual and aural expeience, as cppcsed tc an integral part of the
production. The former 1is a theatre-centred experience, the

latter is child-centred.

"Child-centred" theatre, with rarticipation, refers to an
involvement in which some rcle-playing is expected--rcle-playing
which demands that the participants crcss the aesthetic 1line
which <separates the actcr frcm the audience. The amount of
participation may vary from play to play cr grcup tc grcup, e€ach

forming its own style.

The original type of participational play devised by Erian Way
in the early 1950s invclved small groups of very ycung children
who were asked to join in (for example, by "wishing" together to
make Pinocchio walk without any strings), 1in crder that the flct
could centinue. This form tends tc remain within the context of
"theatre," whereas a later development cf participational theatre
explores the boundaries ktetween drama and theatre. Here "a small
group of actors begins with given roles and a given situaticr but
develops the character and/or the situation only 1in ccnjuncticn
with the audience who are themselves endowed with roles in the

situaticn.43

The developnment of this form cf theatre will be investigated
with cther forms o¢f alternative theatre for ycung r[ecple in the
next chapter. Nevertheless, in 1982, the term "participation

theatre" is one ccmmonly applied to
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a fully structured vplay with clearly delineated

characters and situations whose developments and
cutcomes are given in the ©play. However, the play
demands or cffers, as an essential part of its fcrn,

participation by the children present cn the occasions.
Such participation is necessary for the full effect of
the play and for its full appreciaticn ty the audience,
tut dces not significantly alter the ccurse of its
unfclding, although there are examples where decisicn
making by the children may lead to alternative
develcpments, 44
In the final aralysis, whatever the styles and forms of the
presentation, the truest value of theatre for young pecple 1lies
in what theatre essentially dces,that is, to give aesthetically
worthwhile experiences to their audiences. This is acccmplicshed
only when all the elements and participants--playwright,

director, designer, actcr, manacement--work together in

understanding that the whcle is greater than the parts.

Since the 1930s, the importance of the arts in educaticn has
been recognized by governments, teachers and parents all over the
world. There has been the establishment of a wmcvement which
promotes theatre fcr children as a useful and effective part of
society. Further, there has been a develcpgment in theories cf
drama-in-educaticn which prcmulgates 1its offectiveness as a
teaching tool. These are some of the influences which created the
term, methods and ideologies c¢f theatre-in-education (I.I.E.) 1in

England.
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The concept of T.I.E. 1incorporates the elements cf educaticn,
theatre, and dranma. Forms may vary depending on the grcup and
needs of the devising team. A recent definition of this new
genre, by Tony Jackson in his informative volume, Learning

Through Theatre (1980) , incorporates its many elements:

a co-ordinated and carefully structured programme of
work, usually devised and researched ty the ccmpany,
around a tcpic c¢f relevance bcth to the school
curriculum and to the children's cwn lives, presented
in school bLy the <c¢cmpany and invelving the children
directly in an experience of the situaticns and
problems that the tcpic thrcws ug. It generally
combines elements c¢f +traditicnal theatre (actors in
role and the use of scripted dialogue, <costume and
often scenic and scund effects); educational drama
(active participation of the <children in imfprovised
drama activities in which ideas are explcred at their
cwn level); and simulation (highly structured rcle-glay
and decision-making exercises within simulated ‘'real-
life' situations) .45
The first ccmpray to use the lakel Theatre-in-Educaticr was
the Belgrave Theatre in Ccventry in 1965. Since that date as many
as fifty companies have been formed in England, funded mainly by
local education authorities.4® 1In Australia, the number of
companies is growing every year since the Theatre Bcard c¢f the
Australian Council has 2allccated eighty-fcur percent of its tctal
funds intc T.I.E. projects.*? In Scuth Africa, theatre-in-
education multi-ethnic teams are evclving every year with great
success*® while, in the United States, a number «c¢f companies
exist in New York, Arizcna, and Califorria tc name Lkut three
States. In Canada, the first official company using T.I.E.
techniques was founded in the early 197Cs in Vanccuver.*® Tcday,

the values found in theatre-in-educaticn prcgrammes are beccming

recognized by far-sighted education authorities in many parts cf
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the world.

Surveys of the experimental and gquantitative research that
have t2en made to evaluate the effectiveness of T.I.E. frogrammes
in schools have very often been 1limited owing to lack of time,
money, and perscnnel. "Any evaluaticn that does take place is
usually be means c¢f questicnnaires toc teachers and teacher/teanm
meetings after the performance."S0 Yet Ken Robtinson reminds thcse

concerned that:

Evaluation is a wulti-faceted prccess. How it 1is
tackled depends on (a) Who is doing it and fcr whom?
(b) What is being evaluated and why? In essence,

evaluation is a process of arriving at understanding
the wcrth of something. This means recognizing the
multiple dimensions of 1its wcrth and the differing
perceptions of its worth. «es Evaluaticn, 1in cther
words, lccks at a programme in terms of the
cpportunities which it provides for learning and ncot at
what the children may or may nct have learnt as a
result of it. Evaluation looks at the teaching, nct
just at the children.S1
In 1974, Jobn C'Tocle devised an experiment "tc discover the
real effect of 1.I.E. where participaticn is integral, total and
shared as a group experience.S2 His results showed "that it
offered a more profound experience than a purely visual «cr

auditory storytelling."

The general cbjectives of T.I.E. programmes are very sirilar
to those of drama-in-educaticn prcgrammes, though okvicusly their
methods differ. Desmond Davis warns that T.I.E. programmes need
tc concern themselves with the approrriateness cf their
progranmes as they appeal to different stages of development.S3

The issues of length, structure, rhythms, the kalance of dialcgue
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and activity, language, actor/audience relaticnships, etc., are
the concerns of the playwright, o¢r the ccmpany as they develcp
the performance. These issues will alsc ccncern the educator who
needs to have scme understanding of them in choosing progranmmes

for his charges and of cther educaticnal work cn the experience.

Whatever T.I.E. presentation is prcposed, ccnstructed and
implemented intc an exisitng curriculum in the schocls, the fcim
must te concerned with ccmprehensibility and with impact. If the
effect or meaning received by young people or a young audience is
to have any educational significance, as Desmond Davis stated,

it must cause scme alteration in them.... Mere
understanding c¢f content and theme will not achieve
that. There must be an impact which 1leads tc altered
feeling.5¢

Such programmes, initiated in any ceographical area, must
contain relevant themes and values. Tke 1982 Calouste Gulbenkian
Report, The Arts in Schools, reiterated these pcints:

a. educaticn is a mcral and a cultural undertaking and
must respcnd to sccial change
b. all teaching, from planning to evaluation, must take

acccunt of the lives that «children and young fpecple
actually lead

c. the arts are not peripheral tc educaticon, they are
fundamental ways of wunderstanding and enriching
experience which all children can and should learn
to use and enjoy.SSs

Therefore, if the stated gcals of theatre-in-education are to be
achieved, prcgramme planners must ccnstantly rememter that

education at its best is an art, not just the distribution of

information.
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6. Abridgement

The advent and growing acceptance of the T.I.E. concept has

contributed to the writer's belief that this is one direction in

which the future of <child education lies., It can Lridge the
known traditicnal educaticnal mcdes cf Nigerian and c¢ther
communities with modern educational systems. In crder tc make

the investigation of adult-performed theatre for children
ccmplete, however, scme attenticn must be paid to forms which are
alternative to T.I.E. and to formal theatre presentation, Fut
which are potentially effective in an educational context. In
the fcllowing chapter some of these alternative fcrms will be

described.
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Chapter IV

Throughout the twentieth century, theatre practiticners cf
many different nationalities and rclitical 1ideologies have
experimented with various forms and techniques in an attempt to
make theatre more relevant tc scciety. The development of theatre
with an educaticnal purpose has already been investigated 1in
previous sections of this study. It is the intention c¢f this
chapter to illustrate scme of the techniques wused arcund the
world by selected "alternative theatre" companies. Scme of these
techniques have keen specifically created and employed fcr use in
drama/theatre presentaticns for children. Others are quite easily
adaptable and appropriate fer companies intent cn fccussing their

work toward young people.

The metheds of the companies descriked in this section have
often found their Jjustification in the nesed to establish the
roots of theatre in the community. They have alsc been used to
explore and extend the effectiveness cf theatre as a teaching
tool. Efforts to attain either c¢r Lkcth of these gcals are

usually based on ideclogical and political fcundaticns.
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Experiments involving these types cf theatre began in the
1920s with Erwin Piscator's workers'! theatre. This ccmpany's work
was designed to stimulate discussion and therety fcrce the
audience urgently tc¢ ccme to a decisicn abcut their lives.!?
Bertolt Brecht alsc explored new ways of using theatre tc educate
rather than only entertain.? He prcoposed a poetics 1in which the
spectator delegated power to the character who thus acted in his
place; although the spectator reserved the right to think for
himself--often in ofpposition to the <character. The American
Living Newspapers, a creaticn cf the Federal Theatre Project of
the 1930s, dealt with relevant issues and events of the time
quite explicitly and didactically. 1In sc dcing, the performances
suggested ways and means for change 1in the 1lives of the

spectators.

After the seccnd ¥®orld War, the number of theatrical
experiments based on exploring theatre's role in society
increased. Jerzy Grotowski, the fcunder-director of the Polish
Laboratory Theatre in Wroclaw and author of Towards a Pccr
Theatre, advocated

an ascetic theatre in which the actcrs and audience are
all that 1is left. All the visual elements are
constructed by means of the actor's kody; the acoustic
and musical effects by his vcice.3
Grotowski's work has had world-wide influence. For exanfle,
Julian Beck's Living Theatre in the United States, Eugenio

Barba's 0din Theatre 1in Denmark and Feter Cheeseman?s Stock

Company in England. Today in France, Feter Ercck's Internaticnal
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Institute for Theatre Research c¢f Paris exgperiments, researches
and travels in an attempt to find a universal language and form

for Theatre.

entitled "On Examining Theatre's Rcle," he states:
The glcry cf the theatre has always been its ability to
functiocn as the forum, the sounding bcard. We need tc
use the pctential of the theatre tc interpret those
'untold tales®. And we need to find the theatrical
forms--the mirrors--the metaphors that are the uniquely
theatrical way to tell those tales.*

As a consequence cf these needs, techniques must be found that
are relevant tc a particular society. Therefore any style,
method, or skill used by "alternative theatre" troupes which can
be adapted from and to cther cultures, wmust be investigated and

appropriate techniques found to supplement cr formulate suitable

programmes.

Quite often the original purpose of the technique arcse cut cf
the desire to integrate the audience intc the theatrical event.
Since theatres/drama 1is an event which depends on its

participants, this is a legitimate cause of investigaticn.

The social scientist and theatre histcrian, Richard Schechner,
has offered this premise:

Theatre comes intc existence when a separation occurs
between audience and performers. The paradigmatic
theatrical situaticn is a grcup of performers
soliciting an audience who may or may not respond by
attending. The audience 1is free tc attend or stay
away--and if they stay away it is the theatre that
suffers, nct its wculd-ke audience. In ritual, staying
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away means rejecting the congregaticn.... Ritual is an
event upcn which its participants depend; theatre is an
event which depends cn its particirpants.s

If this 1is the case, then possibly theatre needs to £f£ind the

elements of ritual--and its ensuing participaticn, so that the

spectators may become participants who want and need tc attend.

Attendance and participaticn can change the ordinary intc an
Event--a "peak experience" as Abraham Maslow calls it. A diet of
such Events is a necessity, since aesthetic experiences help all

ages of the society to enrich their lives mcre fully.

Therefore, a number of "alternative theatre" techniques or
models will be described which include the games technigue, the
ritual technique, +the audience-as-source technigue, and the
technique of integrating the actor with the audience. These
techniques can ke adapted to the culture ¢f an emerging nation in
order to procduce a worthwhile "educative theatre" for ycung

peorle.



1. Model I. Keith Johmstcone: Impro (1979)

During the 1late fifties and wearly sixties while teaching at
the Royal Court Theatre Studio in Lecndcn, Keith Johnstcne
developed a series co¢f imprcvisation-game techniques.® These
exercises, scenarios and games became the tasis for his ccmpany,
The Theatre Machine, and later for the pcpular Canadian extensicn
called "Theatre Spcrts."?

What I did was to concentrate on relationships betwueen
strangers and on the ways c¢f ccmbining the imagination
cf two people which would be additive, rather than
subtractive. I develcped status transacticns, ...word-
at-a-time gamesS... ‘overload' technigquesS... and
narrative skills...®

These are Jjust a few of the many strategies he adcpted whereby
spontaneity could te taught and ke learned.

The stages I try to take students through invclve the
realization (n that we struggle against our
imaginations, especially when we try tc te imaginative
{(2) that we are not respcnsible for the content of our
imaginations; and (3) that we are nct, as we are taught
to think, our '‘personaliities,? but that the
imaginaticn is cur true self.®

Consequently, when performing in front of or with an audience,

actors

learn how to abandon control while at the same time
they exercise contrcl. They begin to understand that
everything 1is just a shell. You have to misdirect
people to atsoclve them of respcnsibility. Then much
later, they beccme strong enough tc resume the
responsibility themselves. By that time they have a
more truthful concept of what they are.1o0
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The following games and exercises may be played or performed

in front of an audience. A mocderator or referee describes the
rules of the game and the actors spcntaneously improvise and
carry through the action. Some of these situaticns require the
audience or spectators tc supply the roles, elements and
characteristics for the performers. In this way their
involvement, which 1is "extrinsic"!! allows them to contribute
toward the outccme of the subsequent acticn. This satisfies their
desire to be actively invclved in the experience. The purpcse cr
function indicated for each game <¢r exercise illustrates the
writer's reason for choosing it as a Lasis for training in an

"educative theatre" company in Nigeria.



Instructions:

Observations:

g7

1. Status Saying Yes {Cr No)12

—

To learn to accept and thus move the action
forward cooperatively in a scene.

Iwe

Flayer 2 says yes (or nc) tc everything player B
suggests.

(Yes nmay be inferred with wcrds such as

certainly, very probably, of course, etc.)

Both players must be physically involved in an
action/situation.

Answers may become blocked 1if a player becomes
afraid of being humiliated in front of the
audience.

Player A should play a high o¢r lcw status and
thereby always vyield to (or always «reject) the
cffers made by B.

Flayers should cooperate and thus developr the
acticn.

Attenticn should be given not tc turn the
situaticn into an interview,

2, Status Baising and Lowering Status's

Players:
Instructions:

Observations:

To understand and accept the implicaticns cof the
status cf one's character.

TwC

Each player attempts tc 1lower the cther player's
status while raising his own.

Scene begins with a statement by A tc which B
respends kty lowering or raising his c¢wn status
and vice versa.

Example:

A: Haven't we met before?

B: Yes, wasn't it at the yacht club?

A: I'm nct a member.

E: School!?

A: That's right. You were in grade cne. I was a
prefect! etc.

Status is one of the @mcst universal themes and
therefore easily understccd by audience and
players alike.

Attention must be given ty players nct tc ccnfuse
their own status with that cf the character.
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Players:

Instructions:

Observations:
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To "overaccept” statements and thereby 1learn to
stretch the imagination

Twe

A tells B a fact.

B respcnds to this inccnsequential remark with
the greatest possible effect, ending with a
simple statement,

A then reacts with great passion, etc.

Example:

A: It's Tuesdaye.

B: NO...it can't be...it's the day predicted for
my death by the old gypsy (acts dying). Feed the
goldfish (dies).

A: (expressing extreme jealcusy) Oh that's all he
ever thought abcut, that goldfish! He loved it
more than mee...

When a short statement 1is reacted to and
expanded, the scene may last for many minutes,
The audience will be astcunded and delighted.
They don't expect actorsyzimproviscrs to take
things tc such extremes.

To allow the participant to enter intc a
situation and react of it in an wunpremediated
manner.

Twc

A asks B a question to which he answers "Yes.
But..." and completes it with whatever comes into
his head. A resgonds.

Can be very amusing for actcrs and audience, if
the answers are completely spontanecus.

It demcnstrates how cauticus scme people are.
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5. Spcntapneity One-Sided Dialcgue!®
Purpose: Tc learn to accept and adjust tc the
circumstances within the situation.
Players: Twc
Instructicns: A rlayer records a one-sided dialoque.
B, who does not know the tape, must improvise
with it, accepting the tape completely.
Observaticons: Example:
Tape: Hello. (pause) No, no, me, I'm down here on
the footpath. (pause) I'm an ant. (pause) Pick me
up, will you? (pause) Be careful, don't step on
my friend there (pause) etc.
B cannct change the situaticn, he must accept and
adapt.
Variation: A can accept suggesticns frcm the
audience (eg. beottle, worm, eardrum) and
improvise the one-sided dialoque while B wmimes
and reacts to it.
6. Narrative Stcrytellingt?
Purpose: To learn to improvise within a verbal medium and
to ccnnect or reincorperate previous infermation.
Players: Twc

Observations

A tells a stery for thirty seconds with
disccnnected material/ideas.

B ccmpletes the steory within thirty seccnds
somehow connecting all the elements.

Allows the actors tc "free associate™ and speak
spontaneously, and then to '"connect" and
“reincorporate" informaticn.

Audience arrpreciates it when actcr 1is able to
reincorporate elements.
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7. Narrative Listst®
Purrpose: To learn to improvise and ccnnect ncn-associated
subjects within a situation.

- TwCc C¢r more

Instructions: Audience is asked by mcderator to supply wcrds
which will fcrm a disccnnected list (e.g. duck,
rhcmboid, elephant's eggs, cactus, clock-face,
beer, etc.)
Actors improvise a scene using all the words in
the list.

Observations: Actors shculd be able tc cennect this non-
associative list spontaneocusly.
Audience will enjoy seeing their contrituticns to
the playwrighting become a concrete fornm.
Can be very amusing,
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8. Narrative Exrertst®
Purpose: Tc learn to speak confidently and spontaneously on
any subject.

2 Twe
Instructions: A interviews B who must ccnvince us that he is an
authcrity on his subject.
A must hold the expert tc the problem of answering
his questions as rapidly as possibkle without
"hedging."
Observations: Examples:
Expert whc turns pigs intc firestations.
Expert whc teaches hippos tc knit,
Variations: Moderator may ask the audience to
suggest subjects.
Examples:
elephants....girdles
Hcw do you make girdles for elephants?
snakes..se.cheerleaders
How do you teach snakes tc be cheerleaders?
Audience will respect the expert's answers if he
does not evade gquestions, but gives immediate
aNSWELS.
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S. Narrative Word at a Iime?°
Purpose: To respcend as quickly as rpessible to words and
ideas while retaining the essence and coherence

cf a story.

Players: TwC Ccr more

Instructions: First player begins stcry with cne scrd.
Next player adds a wcrd
story progresses in this fashion until it is
"finished".

Observaticns: Players have nc opportunity to premeditate or
"lead" the rplot.
Players must force the mind not tc tlock the
imaginaticn and respcnd as quickly as possible to
the previocus words and ideas.
Players who beccme "blccked" are removed from the
circle.
Audiences enjoy the highly unccntrolled
unpremeditated unfolding of the storye.

Consequently, through participation in these games, a student,
adult or child, may Lketter te able toc urderstand his rcle in the
society. He will experience the need for fast thinking; the
concept of status, evaluating his cwn and others; and the
development of his narrative skills. The participant will have
gone through a number of life situations and demands, all in a
theatre setting, thereby enabling his further thinking on the
relevance and importance of these elements to the scciety and to

himself.
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Since 1977, Maxime Klein has been werking in Bcston, United
States, with @a theatre grcup kncwn as the Little Flags.2?! She
describes it as a political pecrle's theatre run by acticn-people
who are ocut to dc something about their werld.

Choosing sclidarity over the melancholic stasis of the
solitary, these activists seize what time is left and
use 1it, nct for themselves exclusively or even
primarily, but for everyone. Claiming its role in the
people's life force, this positive, 1long term, deep-
going process, is people's theatre. With their krothers
and sisters in the real wcrld, these theatre folks set
cat to do scmething about themselves, their art, their
audience, their naticn, their world, and perhaps, just
a bit beyond.Z22

Klein's book Theatre for the 98%, describes her company's

method of working and its reascns for keing:

like most classrocms, congressicnal halls, and research
centers, most books in this ccuntry are nct a
preparation fcr doing: they are a substitute.... To
avoid that stasis, that promised land which most fcrimal
educaticn prerares us for, that land where you never
have tc put ycur money where ycur mcuth is, here is a
possible, wuseful, workable handbock, fcr people who
want to do pecple's theatre, 23

For the purpcse of this study, outlines cf some scenarios and

plans of action which could be incorporated into any "educative

theatre" context will be investigated.

Klein suggests

Only about 2% (cf the pcpulaticn) go with any
regularity (tc the establishment theatre).... this tock
is a plan cf theatre acticn which prcpcses to serve the
cther part of the populaticn nct bLteing =served by
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establishment theatre,?2%

Some of the examples listed below are clcser tc "ritual" than
to "theatre", Others are the reverse. Fcr perfcrmer and spectator
alike--"those who need to experience their own fpassion"--are
encouraged to act out their perscnal stcries in their own

"theatre."



Players:
Instructions:
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Observations:
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1. Blant a Tree Theatre?s

Tc create a theatrical event &Ly perfcrming a
simple ritual.

Any numker

Acquire a sapling. Make <crepe paper costumes
with long, flowing, green streamers; paint your
faces; get any type of musical instruments.
Announce and advertise the day.

Frocess, singing songs, dancing, etc. tc any
clear uncontrclled piece <¢f 1land; on arrival
enact a ritual that celeltrates nature; plant the
tree; make a ritual dedicaticn; disperss.

This semi-prepared theatre piece can Lkeccmne a
ccemunal event,

Variations: <celebrate the building of a school,
the commemoration of a tirth, death, new year,
etc.

2. Celebrat

Instructions:

€ Someone People-Famous in Your Community2®

To create a theatrical event by ackncwledging a
perscnality in the ccmmunity.

Any numker

Chcose someone to celebrate (one who is kind,
courageous, does good things, long-living etc.)
Cn a piece of cardbeoard, draw the face <cf the
perscn-to-be-celebrated cr blcw up a photograph
cf him or her.

On the advertised day, an actor holds this
replica in front of himself (sc the real perscn
can sit tack and enjcy the event.)

With the fanfare of musical instruments, the
actor-with-mask comes fcrward and the reascn fcr
the celebraticn is announced: "We hcnour so & so
becaus€ess. "

A short play may be enacted showing the honoured
persen doing his/her celetrated thing.

A trcphy (flcwer, pear, bcok) is given.

The actor joins the others tc perform a finale to
ccrmemcrate the hcnour: a dance, song, etc.
Disperse.
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Observations:
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Tc <create a theatrical event by using an
experience frcem a participant's life.

A class

1. Sift through perscnal experience until you
come up with something you want to re-experience
yourself and share with cthers.

2. Recall and write down your personal experience
in as exact detail as possitle,

3. 1If your experience invclved mcre pecple that
you alone, select cthers from the «class to
portray whoever is needed.

4. Together assemble any properties, clothing,
furniture, scenic elements (made out of anything)
to create your story.

€. Imnprovise the event again and again.

6. Rehearse it.

7. Share it with your audience.

The participant/actor must become the writer,
director, designer, etc. It 1is a 1liberating
brcadening experience.

Events may be tragic c¢r ccmic, realistic cr
surrealistic; from everyday experiences to
daydreams or nightmares.

Actively seeing an idea thrcugh, from beginning
to end, is of inestimakle value.
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Purpose:
Players:
Instructicns:

e S e e -

Observations:
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Theatre in Homes for the Lcng-Living?2®
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To learn from a theatrical event based on the
participants' past experiences.

Two, three or four players

1. Get toc kncw the people in the prcject.

2. After their mutual introduction tc e€ach cther
and the establishment of a bcnd of trust, invite
the people to tell stories atout themselves.

3. After scme time, tell <stories related to a
theme: e.g. a school day, first love, mischief.
4, The players then develcp improvisations arcund
those themes.

The improvisation should be so designed that each
person can use elements cf her/his memory tc help
create a theatre piece in which everyone will
interact with everyone else.

It can be fun as well as instructive for players
and participants alike. "We learn new things
about ourselves from past experiences.”

Observations:

S. Theatre in a Factory?°®
To learn and empathize thrcugh group
improvisation.
any numkter, divided intc twc groups.
1. Group A are tcld they are the swcrkers in the
factory and were tc try a new tack with
management in crder tc understand their needs:
they were to invite management tc their bhcmes
that evening and, over dinner, discuss their
worker-needs. No matter what management dces to
offend them, they are nct tc act offended.
2. Group E are told that they are the management
at the factory. They are to cffend the wcrkers in
crder to get the workers to quit the plant sc the
workers will not be entitled to a new retirement
plan that will ccst the maragement more than they
are willing to pay. If the wcrkers are fired,
management will have to pay the retirement; if
the workers quit, the management dc nct have to
Faye
3. The groups are told their plans cf acticr in
secret--neither know the cther's "secret".
4, The improvisation is performed.
It can be a rewarding, instructional group-
unifying activity.
It can then lead to rperscnal story telling whkich
can be acted cut as wuell.
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Through the techniques described, the participants are akle to
act out their cwn fperscnal Theatre. Thus, the contriktuticn the
student-artists cffer to scciety may be seen in presentations

which involve the important concept of ritual in drama/theatre.
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Brazilian Augustc Boal has, since 1958, teen evclving,
practicing and ©fprcmcting his "poetics cf the oppressed." 39 He
believes "that all the +truly revoluticnary theatrical grcugs
should transfer +to the rfecple the means cf rproduction in the
theatre....fcr theatre is a weapon, and it is the ©feople who

wield itin31

Boal's "theatre of the oppressed" focusses on the acticn
itself. He advccates that the "spectatcr" must become part of
that action.

The spectator is less than a man and it is necessary to
humanize him, to restore to him his capacity cf acticn
in all its fullness., He tcc must be a subject, an actor
cn an equal plane with those generally accepted as
actors, who must also be spectators.32

Boal has divided his work into four connecting stages: (1)
knowing the body; (2) making the body expressive; (3) the theatre
as language; and (4) the theatre as disccurse. Examples cf Boal's
techniques will be given frcm the third stage, which allcws the

most obvious interacticn between audience and spectators,

permitting each to beccme participants within the theatre-ritual.
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To cffer spectators the cpportunity to write
simultaneously with the acting of the actors.

Any number

1. Perform a shert scene (20 mins.), imprcvised
cn a kncwn story or a prepared script.

2. Actors stop performance when the main problenm
reaches a crisis and needs a soluticn.

3. Actors ask spectators to cffer scluticns.

4. Actors improvise immediately all the suggested
soluticns. Audience has the right to intervene,
to correct the acticns ¢or words of the actcrs,
who are <obligated tc ccmply strictly with these
instructions from the audience.

5. The acticn will =stcp when the inevitable
harpense.

Audience "writes", actcrs perfcrm.

This form of theatre creates great excitement
amceng the participants and tegins to demclish the
wall that separates actors frcm spectators.
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Observations:
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To offer the spectator cpportunities to intervene
directly with the acticn and to speak through
images made with the actcrs' bodies.

Any numker

1. Spectators and performers agree on a subject
or theme (e.g. Family, Lcve, Drama, etc.)

2. One volunteer participant (withcut <speaking)
uses the bedies cf the «c¢thers and =sculpts thenm
into a group of statues, with very minute details
tc illustrate the subject/theme as it actually
ls.

3. After crganizing this grcup of statues he is
allowed to discuss with the «cther particigants,
until all agree with his "sculpted" opinion.
Modifications can be made in this process.

4., When all agree, the participant jcins the

5. Another participant creates the ideal image
with the =same grcup «c¢f statues, i.e. the
subject/theme as it shculd be.

6. The process of discussion and mcdificaticn is
the same as with the actual image.

The spectators must participate directly.
Opinions are expressed through imagery.

The three images offer participants the
cpportunity tc visualize the "actual," the
"jdeal" and then te¢ <carry out the <change or
transformaticn through the "transiticnal"™ image.
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Instructicns:

Observations:
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3. Ecrum Theatre3s

To coffer spectators cprpertunities to act and
intervene directly in the dramatic acticn.

Any numker

1. A short scene (10-15 mins.) 1is rehearsed and
perfcrmed, which portrays a political cr social
problem with a solution difficult tc realize.

2. Participants are asked whether they agree with
the solution.

3. Scene is performed again and particirpants may
say "stop" at any pecint in the acticn when they
feel they can lead the action to a tLetter
solution, The participant who «called "“stcp"
replaces cne actcr and leads the acticn in the
direction that seems appropriate tc himsher. 1The
displaced actor steps aside, and remains ready to
resune action the mcment the particirant
ccnsiders his interventicn tc be terminated. The
cther actors must face the newly created
situaticn and respend instantly to all the
possibilities that it may present.

4, New characters may ke added; or new
situations, 1if participants feel that this will
help the prcblem.

This form of theatre allows particifpants +to
practice a real act, thcugh in a ficticnal
Manne€r.

Cften a participant may envisage cr advccate a
sclution in a public forum, but realizes things
are not so easy when the suggestion has to ke put
into practice.
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4. Apalytical Theatre3s

Purpose: To cffer the ©particirpants opportunities to
analyze a situaticn and see it ©perfcrmed in
varicus ways.

Players: Any numker, spectators and performers.

Instructions: 1. Participants agree cn a story and tell it.

2. Actors improvise it.
3. Each central character is brcken down into all
his social roles and participants are asked to
choose a rhysical cbject to symbolize each role
(example: a policeman killed a chicken thief;
pcliceman is - a werker, symbecl: overalls

- a repressive agent: revclver

- the head of a family: wallet).
4, Story/Scene is retold, taking away scme cof the
symbels, and therefore the character's social
roles. The scene is performed to see if it wculd
te perfcrmed in the same way.
5. Participants are asked to make varying
combinaticns and the prcposed combinations must
be performed by the actcrs and critized Lty all
those rpresent.

Observations: This form of theatre allcws participants toc see a
situaticn performed in various ways and to
realize that human acticns are not the exclusive
and primordial result of individual psychclcgy:
almost always, through the individual, speaks his
class, status, social role.

Through the above exercises, the impcrtance cf the interacticn
between the audience and the perfocrmers is emphasized. Herein the
actor-artist learns to accept the spectators' contributicns tc a

relevant drama/theatre experience.
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4., Model IV: Jonathan Fox: Elaykack Theatre (1981)

Jonathan Fox, founder of the Playback Theatre, Eoughkeepsie,
New Ycrk, 1is a staff memker of the Morenc Institute and conducts
werkshops in psychodrama, action methods, and imprcvisaticnal
drama.37 His ccmpany cf ten actcrs and two musicians perform
improvisaticnally for a variety of audiences.

It uses a theatre form where the actcrs spontaneously
enact the perscnal experience, dreanms, feelings and
thoughts cf members of the audience. The shared scenes
emerge from the particular group present and often tear
a common theme. The experience has rproved tc be
meaningful, amusing, and cften moving--especially for
the Tellers who see their own lives portrayed.3®

This form o¢f theatre has been effective in a number of
settings. It is useful in psychodrama, as a device fcr leaders in
all action therarpies, in an educational setting, during
conferences and in the community-at-large where it is a fcrm cf
public sharing. It is alsc a fcrm of drama which 1is concerned
with fulfilling its artistic potential as theatre. Fcx writes:

Art is the emtodiment cf creativity. It has the power
to deliver the hardest truths in a pcsitive way and, as
such, is intensely therapeutic.3°

This technique is a variaticn cf "models"™ previously
described, whereby audience members are encouraged tc Leccme
"Tellers" or playwrights, who then observe and transform their

cultural experience. As Fox states: "It 1is a stef tcowards

social integraticn."4o
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1. Playback Theatre

Purpose: To visualize a spectatcr's experience in drama
termse.
Players: Actors, musicians, “"Conductor" (master cf

ceremcnies).
Audience/"Tellers"--any number.

Instructions: 1. Warmup (song, etc) and Intrcducticns.

2. Actors seated con left, two chairs stage right
downstage: cne fcor "Teller," one for "Conductcr."
3. "Interview"-Conductor interviews a volunteer
"Teller": {(a) to elicit the facts cf his story in
an efficient manner; (k) to help the Teller
structure his experience sc that it 1is actatle;
and (c) size up the Teller in crder to know what
kinds of action will be apprcpriate.

4, "Scene setting"-Teller picks actors to be the
characters in the scene, always including the
Teller himself. He describes the setting while
the actors set the scene on the stage.

S. The actors then perfcrm the scene, which may
range from thirty seconds to five minutes.

6. "Correcting the scene"-Ccnductcr asks Teller
if he wants to make any corrections, which the
actors will then perfcrm.

7. "Iransforming the scene"-Ccnductcer asks the
Teller how he would like the exparience to have
been, Teller may identify and suggest an
alternative way. Actors will then act the scene
once more in the new wvay.

Observations: Music may be used as an integral element, 1like
ancther actor, and thereby the potential to make
an active, interpretive contributicn tc the
SCe€ne. In this fcrm of theatre an experience
which was unsatisfactory in life may be concluded
triumphantly in a dramatized performance.

This is a technique by which a spesctator's past experience is
transformed into a concrete 1living-thrcugh event. It is
acccmplished by the combined skills of the actors, nmusicians and

other personnel as they interact with the audience.
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5. Abridgement

Alternative theatre ccmpanies with differing focuses or
justifications attempt tc force communities tc investigate their
immediate and long-term rrcblems through the medium of theatre.
These companies exist and flourish all cver the world where their

host communities have acknowledced them as essential.

In the preceding chapters, several methods and forms for
using drama andsor theatre in schools and communities have keen
investigated. In order to select techniques cr adaptations for
use in emerging natiocns, an examination must be made cf the lLasic
needs of young pecple 1in their cwn cultural settings. For a
programme cf drama in s schools or a child-focussed theatre
project within a Nigerian community to be valid, it must ke
relevant to that society and reflect the ycung persons role in
it. The following chapter, therefore, will focus on the needs of

Nigerian children.
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Chapter V

THE UNIVERSAL AND SEECIFIC NEELS CF NIGERIAN CHILDREN

Children's needs are basically the same the world cver. They
need physical care, intellectual stimulus, social acceptance and
envircnmental <stakility in order tc develcp to their fullest
capacity. Althcugh the basic needs cf the Western child andé the
Nigerian child are similar, the variaticrns in cultural background

dictate different educational and child-rearing practices.

Every culture has a definite image cf what a <child is at
birth. The Japanese telieve the scul of the newborn child is as a
bird, ready to take flight and so when a child is placed c¢n the
ground for the first time, it is put in a hen-coop and the mother
makes a clucking sound, as if she were <calling hens.! The
Balinese, who believe in reincarnaticn, dc not give a human name
to the <child at birth, but refer to it as a caterpillar or a
mouse until it is clear it will 1live.,2 The Africans <¢£f Guinea
name their children for the first significant wcrds spoken or the
first important object noticed after a Ltirth. The navel ccrd is
buried in the grocund, sc that if the child ever leaves he will
return again "because the tug of this ccrd will always pull him

towards his own."3 The Akan cf Ghana perfcrm two symbolic acts
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after the birth of a child.* Both are reminders tc the <¢1d and
instruction for the ycung. The first is the dakbing of the
child's lips after birth with a warm towuel, acccmpanied by the
fecllcwing words from the midwife: "Look with ycur eyes, don't say
with your mouth."™ The seccnd is the "Shcwing Fcerth Ceremony,"
when the child is presented to the sun on the eighth day after
birth, and given a name. From the society's point cf view, e€ither
through traditcnal beliefs cr frcem ideas of what children should
be, such images give people the assurance that they.kncw hcw to
rear a child. Lcng befecre the child itself learns what a child
should be, it intuits whether it fits cr dces not fit the

expectations of its parents and ultimately its reople.

Consider this child of the twentieth century: MNcses Goldkerg
described the North American child, yet surely his descripticn is
apt for all children, in all sccieties, thrcughout history:

A semi-mysterious ever changing, intolerant complex set
of behaviors with an unknowable capacity for
experience. The child attracts the hopes and projected
fears of every adult member of his species. The child
is to be feared and loved, for he represents both the
challenge and the hore o¢f salvaticn feor the werld
today.s

Although there are extraordinarily different routes from
childhocd tc adulthood, each child respcnds tc and experiences a
particular way of life, whether "huddled in their pushchairs,
glaring suspicicusly around them,"™® or strapped tc a "mctlher's

snug, sweaty back keing lulled tc sleep by the rhythmic sound and

movement which acccmpany the pounding of rice."? This life is the
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focus of the 1learning, growing, playing perscn and thkough cne
society tends tc denigrate members of cther groups and set up
boundaries of caste, social class, and status within its c¢wn, a
child learns tc ccmmunicate his thcughts and feelings, either
through a vocal language cr, as the Aborigines of Australia, with

a highly developed gesture language.?®

This ability tc ccmmunicate is a learned behaviour and is
affect2d by a «child's «culture. Ralph Linton stated in The
Cultural Background of PEersonality that culture affects the
behaviour cf the child thrcugh the behavicur of other individuals
towards him. The <child's cbservaticn cf and instruction in the
patterns of behaviour characteristic of his scciety are equally
influential. This may be developed primarily thrcugh imitation,
through 1logical processes or through trial and errcr.® Each
culture shapes these processes of growth, at whatever stages are
recognized as significant. For examgle, the Chinese give their
young children a great variety of experiences in lccking withcut
touching, The French emphasize scund and believe that, tc be
alert, a baby needs to be continucusly in contact with human
voices.10 In scme American hcmes, babies are left alcne in their
rooms staring at a bcuncing mobile. In rural Nigeria, hcwever, a
small child is rarely left alone. He is ccentinually carried and
handled by members of his immediate and extended family. From the
moment he is born the child 1lives under constant pressure tc see
the world according to this set of values rather than that, and

to behave 1in these ways rather than thcse. As Levitas stated:
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"yhat is transmitted to children, delikerately and unccnscicusly,
by people, ky their surrcundings, by events, and what is acquired

by them is their culture."11!

It is important, therefore, to reccgnize that d¢ifferent
cultures affect the young and grcwing c¢hild, even though crcss-
cultural studies have confirmed that the extensive research
carried out by the Swiss ©psycholcgist, Jean Piaget, 1in the
sequence of cognitive develcpment of children, dces nct vary
drastically frcm culture tc culture.!?2 Fiaget's theory that the
development of intelligence is tased on environmental experience,
was formulated thrcugh a tasically clinical investigaticn of the
thinking and reascning fpowers that a child wuses in answering
questions and sclving problems., He 1identified four majcr stages
or levels of ccgnitive development.!3 All children of normal
intelligence are believed to go through at least the first three

of these staces:

Sensori-motor control stage 0 to 2 years
Pre-operaticnal stage 1.5 tc 6-7 years
Concrete-operational stage €-12 years
Formal-operational stage 12 years to adulthocd

The ages that Piaget used are conly ncrms, nct universals. Some
children develop more slowly while others develcop wmore rapidly.
However, Piaget found that there are clearly marked pericds
within which <children think as they try tc find cut about the
world around them. During the first eighteen mcnths of life,
children learn Lty senscri-mctor experience. Learning is motivated

by action and, during this stage, takes rfplace through action.
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They perceive and beccome aware through sight, hearing, tcuch,
taste, smell, and movement. Thus, it is thrcugh the small child's

actions, using his bcdy and senses, that he learmns.

Recent studies to investigate the psychc-mctor develcpment cf
the African c¢hild, have indicated that there is no difference
between the African and European child's develcpment in the first
year of life.!4 Gerber, the psychclogist, hcwever, found that the
rate cof growth cf the African child diminished in the seccnd and
third years of life.!S That cculd have been due to a lack of
sufficient stimulus from a mother who was again pregnant cr
working, cr lacked nutrition after weaning. Gerber's report
suggested that in c¢rder to sustain the advantages present at
birth, social stimuli and motor and tactile stimuli, such as

frequent handling and amusement, Were necessary.

From eighteen mcnths to about four or five years, children go
through a stage which Fiaget termed "pre-cperational.”1® During
this period the <child forms the ability tc represent absent
things by scunds and by imitative action, internalizing the
external world and thereby building up images of it in his mind.
Often the image of an object and 1its reality are confused.
Consequently, wcrds are used indiscriminately in the early stages
of this pericd. As children become increasingly adept at
develcping and wusing images and symkcls to represent their
knowledge of their wcrld, the concept of <cral language, to

communicate with others, develops. This 1is undoubtedly cne of
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the most impcrtant concepts a child learns; for language skills
are learned. Helen Keller poignantly recalled that when she was
seven, her teacher put her hand under the water spcut and sgelt
out w-a-t-e-r toc her and "scmehow the mystery of language was
revealad to me."17? Fafunwa, the Nigerian sociolcgist, elabcrated
on the process of how the language mystery is revealed to the
African child.

The African infant, like other infants, 1learns to
single out and tc appreciate his mcther's vcice. He
learns to asscciate the mcther's care and comfort with
the scund of her voice., He learns also to understand
annoyance in her voice. Infants c¢f a few mcnths old
react with fear or with hurt tc the mcther's scclding
tone of voice, and they react with pleasure to her
happy tcne of praise. Gradually, with mothers' and
other adults' encouragement and arfpprcval, they single
cut words which have definite meaning. Frcem this,
progress is made until they kncw the meaning of several
separate wecrds and,later, phrases and sentences.l®
Piaget determined that frcm about the age cf seven or eight,
children begin to acquire the concepts o¢f distance, length,
number, and time. Though the child may still be handicapped in

dealing with abstract ccncepts, he can ncw deal with the world of

things and events and develops a structural thought systenm.

Studies of 1intellectual develcgment in African <children,
however, showed that the Western tests cf abstract thinking cculd
not be validly applied in non-Western societies.!? Durcjaiye,
Professor of Educaticnal Psychclecgy in lagos, Nigeria, reported
that early philcsophical works suggested that the African lives
in a world of ccncrete objects and is unable to do abstract

thinking.29 He reports that the psychclcgist Jahoda maintained,
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in 1956, that the ability to do abstract thinking was strcrngly
affected by the child's environment. Jahoda alsc pointed out
that there were a number of abstract thinking skills which uere
developed traditionally, throcugh the native games ccmmon

everywhere in Fast and West Africa.

In general then, the child, whether Western or African,
progressively adapts to his world. Jercme Bruner theorized that
children develcp <concepts through an interacticn with the
environment.2! Though his systen paralleled Piaget's, his
sequences were characterized by spurts not clearly linked with
age, He stated that individual differences result from genetic,
cultural, and envircnmental influences, and suggested that
"spurts" are ignited when certain capacities begin to develcrp.
Consequently, Bruner placed a great deal of emphasis on a

nurturing envircnment.

Thus, even though children may be directly responsible,
unwittingly, for their cognitive development, there are a nunmber
of other factors which influence the quality of this grcwth.
These include the rather highly cocmplex fprocesses of the child's

heredity and his physical, social, and emoticnal development.

Since Charles Darwin put forward his thecry of evolution and
the part played by heredity, wmuch has been said and written.
Though some studies have shown that there 1is a definite
connection between heredity and environment in the develcpment of

intelligence, many are cf the opinion that psychologists have nct
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provid2d sufficient infcrmaticn for any final ccnclusions.?22
Today psychologists believe that the normative patterns cf grcwth
for a «child include general becdy grcwth as well as neural
develcopment. For this growth to be normal, a child's envircnment
must be emocticnally stable and his health and diet gcod.
Therefore, the rpossibilities of deviations in the ncrmal
cognitive develcpment c¢f a child and the tempo of his physical
development, therety affecting his cverall perscnality, are

endless.

In Nigeria, a young child scmetimes benefits from the extended
family situvation in gaining a varied and supportive envircnment
in which to live. Unfortunately, as more and more ycung families
move to the cities, the family becomes smaller and mocre akin to
the nuclear family of Western scciety. As well, many mcthers in
Nigerian cities need a mother substitute Lecause they must gc cut
to work., Professor T. A. Lambo, the eminent Nigerian
psychiatrist, has written that +the traditicmal mcther-child
relationship had changed because the housemaid had replaced the
mcther.2?3 These maids, he states, are an inadequate substitute
since they are themselves under stress, inadequately prepared for

the task of mothering, and usually immature.

Though it would appear that the more sustained and
emotionally-invclved extended family cf the rural child is
preferable, the accepted custom of sending a child to live with

relatives may prevent a "ncrmal" development. The reason for this
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physical separaticn in the very young child may ke due tc the
need for a weaning period; in the «clder child it is usually due
to economic reasons and/or educational cppertunities. A small
survey carried out by students 1in cne university department in
Calabar, Nigeria, produced scme interesting though incenclusive
results.24 It was conducted in order toc test the thesis that the
majority of children in Nigeria were nct brcught up by their own
mothers but moved from one relative to ancther pricr tc reaching
puberty. The results of the survey <shcwed that approximately
ninety percent cf the students, as children, left their birth
place and 1lived with grandparents, uncles, aunts, and other
members of the extended family. As a result, in many cases, the
genetic fathers ard mcthers were not ccnsidered to ke «close

relatives physically or emotionally.

Another factcr which may <create prcblems is the increasing
lack of stability in some homes. Divorce, thtough nct prevalent in
South Eastern Nigeria, probably due tc the strong Christian
ethic, 1s the rule rather than the exception in North Eastern
Nigeria. Thus, although it is generally accepted that a statkle
home envircnment is a necessary facter in the physical

development of the child,2% it is frequently missing.

It is significant here to note that parents and educatcrs in
the West recognize and accept a number of relaxed chilé-rearing
practices. There is evidence that Nigerian paremts ncw depend

more and more cn bottle and timed feedings, as well as rigid
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toilet-training schedules.2® This may be largely due to the fact
that more mothers are working outside the hcme or in situations
other than where the child may automatically accompany the
mother, such as on the farm cr in the market. In addition, the
manufacturers cf powdered milk issue large free tins c¢f milk to
new mothers, and thus encourage them to tcttle-feed their Lkakies.
The relationship tLtetween a child's nutriticnal state, physical
growth and intelligence are connected. Therefore, mothers having
poor health due either to a lack of ©protein in the diet or
prevalent tropical diseases, tend to have children that are
smaller, run higher risks of illnesses and are prcne to infant
mortality. The child who survives has fewer oppcrtunities for
early stimulaticn and such circumstances directly affect his or
her neurclogical development.2? A child's nutriticn is nct cnly
directly related to the mcther's health but alsc to her age,
income, education, attitudes and life style.28 Ccnsequently, the
substitution of young surrogate mothers frcom within (or cutside)
the extended family, has an influence cn the mental development
of the child. With the advent of the free, compulsory frcgramme
of Universal Primary Educaticn im Nigeria, these substitute
mothers tend to have two major activities: in the mcrning, they
attend schocl; in the afternccn, they tend children, or yice
versa. Also, the slightly clder pre-schecl child

may receive less attenticn from the mcther then what
research suggests is advisable, especially in terms of
language and social development. Althcugh the mcther
may be within the ccnfines cf the coapound, a

significant amount of child tending responsikility is
assumed by varicus cther youngsters «c¢nly a few years
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clder.?29

Environmental factors may also be a significant influence in
the actual timing and pattern o¢f acgquisiticn c¢f motor abilities.
In a normal Western child, the ability toc handle a spccn tc feed
himself is acquired by age three, and a fcur or five year old can
efficiently manage a fork, as he is alsc learning tc tie krcts
and form bows.30 Some rural Nigerian children by age three are
learning to select food appropriately, according tc custcm, frcm
a communal bowl with the fingers cf the right hand. By the age cf
four or five a child has 1learned to balance confidently a bucket
cf water or a locad of firewocd on his head. The need tc tie kcus
and knots 1is often unnecessary since clcthes for a young rural
child are minimal during [play hcurs and fcotwear tends toc be

slip-cn sandals.

A child's interaction with his envircnment, whether it is near
the Artic Circle or the Equator, is a learning prccess. This is
obviously influenced by the perscns he chserves, hears atout, or
imagines, and is constantly changing as a result o¢f growth and

variead experience.

Carl A. Rogers, one of the foremost psycholcgists in the field
of personality develcpment, described salf-ccncept as the
characteristic feelings about oneself.3! He stated that "the
self" develops out cf the perscen's interaction with the
envircnment, and that it may take on the values of cther pecple

and possibly see his own in a distorted manner. Furthermore, "the
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self" is learned; it is nct ready-made. What one thinks abkout
oneself affects nct only what one thinks about but how o¢ne

thinks.

Consequently, when an individual has the basic psychological
and physiolcgical necessities of life he can be said tc be self-
actualizing. Abraham Maslcw has identified ™a hierarchy of

needs" through which an individual is ccntinually "keccming™.32

These include (1)physiclcgical needs; (2) safety needs; (3)1love
and affection, belonging needs; (4) esteem needs; (5)self-
actualization needs; (6) needs to kncw and understand,; and

(7)aesthetic needs. Self-actualization, according to Maslos and
Rogers, therefore involves:

{a) The ability to accept oneself, tc accept cothers and
to accept Nature.

(b) The ability to engage in interperscnal relations.

(c) Efficient percepticn of reality and a ccmfortable
relaticn with 1it.

(d) Continued freshness c¢f appreciaticn cf [fecple and

objectse.
(e) Autoncomy and independence of thcught and action
unhampered by cultural and envircnmerntal

conditicnse.

{f) Creativeness—--an original way cf doing sinmple
things.

{3) A democratic character structure.

(h) Willingness to accept what cne experiences.

(1) Trust in cneself.

(j) Self-reliance.

(k) Willingness to continue to grow as a fperscn.33

Consequently, the develcpment of persconality is a composite
concept. The cultural setting, the <child-rearing pattern

obtaining in the envircnment, tke physiclcgical and psychological

characteristics, will all contribute to the hcmogenecus
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development of @ human being.

In a young Nigerian «child, physiclcgical requirements will
obviously be the same as thcse of the Western child: focd, water,
sleep, rest, and general activity. His essential psychological
neads: affecticn, the need to belong, the need fcor achievement,
independence, sccial recogniticn and self esteem, are all related
to his home envircnment, peer-group health and the conditions in
the schcol. For these needs the child is dependent cn parents and
teachers. How well traditional and mcdern educaticnal systems
successfully satisfy these needs of Nigerian children will ke

investigated in the next chagpter.
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Chapter VI

NIGERIAN BACKGRCUND FCE STUDY

1. Geographical, Social and Cultural Backgrcund fcr Education

Charles Darwin in the nineteenth <century fcrecast that Africa
might be a continent possessing the nmost ancient cf
civilizations. As this prophecy is fulfilled through such recent
archeclogical evidence as unearthed ty Richard Leakey, the
important role Africa has played in prehistcric man's evoluticn

is emphasized.!

In tracing the development of African civilization, it has
been found that gold, silver and copper were worked in the Scuth-
Eastern parts c¢f Africa during the Bronze Age; that
communications between the continents of Eurcpe and Africa may
have existed before the drying of the Sahara desert some 1(,0C0
to 15,000 years ago; and that, centuries befcre the Fhcenicians
first rcunded the cape in 600 B.C., merchants from the Crient had

traded with Africans.

According to Melville Herskovits in his bock The Huma

E

o

cter
in Changing Africa, the continent ccnsists of six ‘'culture

areas'.? These are further sub-divided intc two r[parts--the food
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gathering and herding eccncmies and the agricultural economies.
Though this undcubtedly oversimplifies a ccntinent known fcr its
diversities, many scholars divide Africa according to race-
stocks. "Race" is used to mean groups cf persons connected ty
common descent, as well as 1likenesses such as blood-grouping,
head-shape, texture and colour of hair, and colour cf skin.3 This
division by race is most appropriate for the purpcse of this

study.

The first racial division of the continent of Africa as
proposed by G. G. Seligman, in his bock, Races of Africa,
included the Hamites and Semites whe are of Caucasian,
Mediterranean or Eurcpean origin. They had cccupied the Northern
African coasts for over two thousand years. The second divisicn
comprised of the Nile-Valley people, cr Nilo-Hamites, who were
said to belong to the Hamitic group of Africans. Negrcid stcck
mingled with Hamites or Semites created rpecple who fossessed
great beauty, through their fine features and tall, slender
bodies. The third divisicn consisted of those pecples whc lived
along the Western Coast cf Africa, inward and northward to the
Niger; along the Congo basin and to the centre of the ccntinent;
and south through "the backbcne"™ cf Africa tc its south-eastern
tip. They were included in the group termed "True Negroes" and
were by far the largest group. Mocst, but not all (for example the
Hausa language group), spoke Bantu tongues. Thelr cultures were
extremely varied. Their sccial unit was the village, and many

were skillful artisans with well-developed institutions. The
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fourth and final divisicn by Seligman of African race stccks
included the Negrillcs, cr Pygmies, and the Bushmen and
Hottentots. Pygmies were found in small areas in the northern and
east-central parts ¢f the Bantu-speaking areas, as well as
further north. The Bushmen whc lived in family groups were
generally as =small as Fygnmies, kut distinct in focrm. The
Hottentots were herders, with a far more elaborate culture than

their race-brotherse.

Throughout Africa each race and ethnic grcup has distinct
ceremonies for birth, marriage and death. The transitions for the
individual frcm childhood to pukerty tc adulthcod are
characterized ty rituals which have their own explanations of

life's mysteries and their own systems of ethics.

Typical of this great diversity within the continent cf
Africa, are the ©pecple of Nigeria. Cradled in the ©bend of the
south coast cf West Africa, Nigeria, referred to as the giant cf
Africa, 1is the mcst populous ccuntry c¢n the continent. To this
part of the continent belong the rich cultures which prcduced the
fine terra-cotta Nok fiqures, the bronzes of Benin, the ftrass
heads of Ile-Ife, and the Ycruba wocd carvings. Since the
beginning of the twentieth century, these artifacts, amcng cthers
in Africa, have had an influence on European sculpture and
painting, in much the same manner as African musical instruments

and rhythms have influenced European music ir America,
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The richness and variety cf Nigeria's material and cral
culture stems frcm the different ways and needs of her people.
Pricr tc Islamic and Western contact, little 1is knowr c¢f the
history of this regicn. Myth, legend and cral tradition
indicate, however, that there existed relatively stakle sccial
and political organizaticns. From its ncrthern boundaries tc its
southern coast, Nigeria has, over the past five hundred years,
been inundated by various fcrms of Western dominaticn. From the
Portuguese merchant adventurers of the fifteenth century to the
British colcnial administration in the nineteenth century,
Western influences have been "intensive, irksome, often
aconcmically unfair, and sometimes, Ly any human standards,
ruthlessly cruel."* Nevertheless these influences are what has
helped to make Nigeria a modern "emerging" nation. Its expressed
neaed to catch up with man's overall prcgress in the twentieth
century has resulted in certain social changes brought about by
contact with modern industrial econcmic policies. Nigeria's
interest in Western technclcgy and the acccmpanying rate of
industrial progress, have beccme extremely attractive. As A, Eabs
Fafunwa, the distinguished Nigerian educator, writes:

village life... cocntinued virtually undisturbed and the

reople were tclerably happy; scome villages still erjcy

this apparently happy existence. But the continent is

in the throes o¢f social ferment and the rate at which

changes take place in Africa tcday 1is almost

terrifying, Sometimes, some relatively quiet ccmmunity

suddenly beccmes disturbed: some seek changes and some

have changes thrust upon them, while cthers are pushed

into the twentieth «century ccapletely unprepared to
m2et the new challenge.S
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To meet this present new challenge and tc prepare for the
twenty-first century, Nigeria is expected tc
take giant steps, and cover in twenty years the process
that tock Europe centuries to achieve., The answer does
not lie in increased budgets and numbers of perscnnel
alone, but in adopting a radical and unconventicnal
approach to the <questicn c¢f finding solutions to
problems. To proceed otherwise is tc ccndemn (Nigeria)
to the perpetual rcle cf a bystander in a werld that is
moving at supersonic spe€d.... The task of naticn
building, and education--bcth fcrmal ard informal--will
play a major role.®
Consequently, any educaticnal and community Fprogrammes
designed for Nigeria must reflect its gecgraphical, sccial and
cultural heritage. The task c¢f nation building and education will

then grcw frcem a firm and relevant base.

The future of an 1individual culture in particular and cf
Mankind in general lies in the hands cof the yet unborn. Human
beings all breathe, eat, excrete, sleep, have sexual lives and
perform many universal behaviours. The manner in which we
individualize these activities or emphasize various asgpects are
related to traditional ‘tLeliefs and customs as well as

environmental factors.

In every culture there are certain ideas, teliefs and elements
which may be regarded as the threads which hold the culture

together, Central to a culture's base and its continuaticn is the
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simple or ccmplex system for +training and educating its yocuth.
The goals and methods of education represent the view o¢f that
society in the wcrld. It provides a framewocrk, thrcugh its
collective and sccial rature, fcr a ycung perscn's induction into
society. Educaticn serves to fully integrate an individual into

the indigenous society and culture intc which he was born.

The essence of this educational philoscphy in pre-colcnial
Africa was succinctly described by Professor T. J. L. Forde cf
Sierra Leone when he wrcte:

The fact that pre-colonial Africa did nct have
"schools"--except for shcrt periods c¢f initiation in
some tribes--did not mean that the children were not
educated. They 1learned by living and dcing. In the
homes and on the farms they were taught the skills cf
the society, and the behaviour expected of its menmbers.
They learned which kinds of grasses were suitable fer
which purpcses, the wcrk which had to be done on the
creps, or the care which had to be given to animals, Lty
joining with their elders in the work. They learned the
tribal history, and the tribe's relaticnship with cther
tribes and withk the spirits, by listening to the
stories of the elders. Through these means, and by the
custom of sharing tc which young rpecple swere taught to
conform, the values of the society were transmitted.?

Thus in societies cf pre-colcnial Africa, as in other societies
all over the world, an "infcrmal" mcde of educatiocon did exist, in
which every adult was a teacher. Due tc great variety in size,
complexity and stratificaticn, each African community's education
goals, and the ways in which they were attained varied acccrding
to local needs, For the purpcse of this study, some significant
aspects of the formal and informal indigenous educational systenm

of Southern Nigeria will ke investigated.
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As in most ccmmunities throughout the werlgd, the mcther was
the child's first teacher. Yet, within a few weeks, parents,
older siblings, the extended family and eventually the whole
community became resgonsible for the education cf the ycung. The
Nigerian scholar, A. Babs Fafunwa, identified "seven cardinal
goals of traditional Nigerian education":
The aim of traditional African education is
multilateral and the end c¢bjective is tc produce an
individual who is honest, respectakle, skilled, co-
operative and conforms to the =social crder of the day.
Although the educational objectives «cannot be neatly
distinguished, seven aspects can be identified:
1. To develop the child's latent physical skills.
2. To develcp character.
3. To inculcate respect for elders and those in
positicn of authority.
4, To develop intellectual skills.
5. To acgqguire specific vocational +training and tc
develop a healthy attitude tcwards hcnest labour.
6. To develop a sense of belonging and +tc particirate
actively in family and community affairs.
7. To understand, appreciate and promcte the cultural
heritage cf the ccmmunity at large.®
Peer group activities which include games and rcle-playing,
contribute to ©both the first and second cardinal goals of
physical and social educaticn, in Africa as well as Nigeria. Many
competitive games such as Ekara, O0ga, Cyc and Qgbudu® assist the

Nigerian child to develop his physical assets while indirectly

forming within him desirakle perscnality traits.

Imitative play is btasic in the training and lives of ycung
Nigerian children. The ethncgrapher, 0. F. Faum, classified play
activities in an East African society under three headings:

first, the playful exercise of =senscry and motor
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apparatus resulting in the adaptation of the crganism
to its physical environment; =secondly, imitative fplay
consisting of representation of adult life to fit the
social needs of childhccd; and thirdly, competitive
games which test the physical, intellectual and sccial
qualities cf the individual.t?®

These categories of play are equally representative fcr ycung

Nigerian children.

I+ has been suggested by a number co¢f ethnographers that in
some societies children dc nct play because they are put tc work
at an early age.!1 Schwatzman & Barbera, anthrcpolcgists, refute
this premise: "This seems questicnable, for it is well known that
children play in many ncn-Western societies even thcugh they take
on work responsibilities much earlier than Western children."!2
The lack of obvious "play" activities may be due to the fact that
play merges with work, and the "toys" generally used by ycurng

children are "fcund cbkjects.”

Jomo Kenyatta, in describing the play cf the Gikuyu children
in Kenya, could have been speaking abcut rural Nigerian children:

The children do¢ most things in imitaticn co¢f their
elders and illustrate in a striking way the theory that
Flay is anticipatory of adult life. Their games are, in
fact, nothing more or less than a rehearsal pricr to
the performance of the activities which are the seriocus
business of all members of the Gikuyu tribe. The little
boys indulge in fighting like big boys. Running and
wrestling are very cCCEECN.es. 1They vplay with small
wooden spears and shields made of banana tree tark,
tows and arrows, slings and stcnes... The little girls
plait baskets of grass and grind ccrn, 1like their
mothers, and make little pots cf the lccal clay and
cook imaginary dishes. 13

Thus, their "tcys" may be seeds, ccwries, bits of calabash,
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carved wooden dolls, wused clay pots (or in today's scciety, old
tin cans, bicycle tyre rims, and twisted wires used tc ccnstruct

"mammy-wagons.")

Ancther example from East Africa is also fairly representative
of a rural Nigerian scene:

A little girl acccmpanying her mcther +tc the fields
practices swinging a hoe and 1learns tc pull weeds or
pick greens while playing about. She learns the work
rhythms, the cycle of the seasons, which crops must be
planted in *hard' fields, and hcw tc tell whether a
field is 'soft' and useful for certain «crcps cr ready
to lie fallow. A boy tagging after his father watches
him milk cows or thatch the hcuse, whittle a hce or
roast a bit of meat on a stick. Playing with a small
gourd, a child learns to kalance it on his head, and is
applauded wken he gces tc the watering-place with the
cther children and brings it back with a little water
in it. As he learns, he carries an increasing lcad, and
gradually the play activity turns into a general
contribtuticn to the househcld water supply.1#

Thus, skills are often learned through imitation. The Ycruba
of Nigeria <categorize their educaticnal theory within two
distinct structures: awoko, learning by imitation cf older youth
and adults; and ifiye, 1learning by active instruction given bty
adults.!s

Ifiye is often associated with evening gatherings when
the father c¢r an clder member c¢f the family told
stories and posed riddles to the children of the
compound. This entertainment has a direct educaticnal
intent. Children were asked to repeat the previous
night's episcde as a test of memory and of narrative
expressiveness. Ccmpetition in sclving riddles helped
to gquicken their natural wit. These sessions thus
trained children's verbal dexterity and at the <same
time introduced them to a wide range cf cral
literature: myths, folk-tales, local histcry, proverbs,
foems. In the same way as the study of written
literature in other cultures, this education gave young
reople a heightened awareness of moral values, ethical
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discernments, and the ccmic and tragic dimensions of
human life.1®

Obviously, these activities would "inculcate respect for
elders and those in positions of authority, "while develcping the
child into an hcnest, courageous, humkle and persevering member
of the society. Thrcugh the stcries and legends of these
hencur=ad and respected, a child would assimilate a code cf
ethics. These codes of manners, conventions, customs, morals,
superstiticns and laws of society are, as N. A. Fadipe cbserved,
taught conscicusly or unconsciously by various memkbers cf the
child's family and househcld; his extended family, his kindred
and his neighbourhcod.!?

It is chiefly within the extended family--that is, from
members of his compound=--that a child cbtains the bulk
cf his education as a member of society....the indirect
education the child receives in the ccmpcund is almost
as impecrtant as the direct.1®

When a child is «c¢ld enough tc 1learn a specific trade,
sometimes even in a field that is hereditary, he is sent cut as
an apprentice tc a master tradesman. Fafunwa explained the lLasis
of this custcm as follcwus:

African parents realized long ago that they are not
necessarily the best teachers when it ccmes to
specialized vocational skills. However, in fields such
as agriculture, marketing, medicine, etc., many parents
prefer tc +train their own children ftut will have nc
objection tc taking <c¢n cther children as wards or
apprentices.19

Fafunwa further explained that each househcld in the

traditicnal society is a socio-economic entity. Everycne is his
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brother's keepere. Every member is expected tc regard every new
birth, marriage and death as happening in his own family.
Consequently, a child in a traditicnal scciety cannot escape the
cultural and physical environment in which he 1lives. He is
expectad to observe and partake in all aspects of society as

apprecrpriate to his age-grade.

There are hundreds cf proverbs and folk-tales c¢cn @mcral and
ethical behaviour., A great deal cf impcrtance is placed on the
effects of bad behaviour, misconduct and ill-manners. "The
absence of any cther aspect c¢f educaticn is tclerable as long as
good character rrevails, but the absence of 'good character' on
the part of an individual is the most harmful thing that he can

inflict on his immnediate and extended families."20

Closely related to character-training is the respect paid to

elders and traditional rulers, relatives, and ©fparents. A
complicated systenm exists whereby srpecial salutations are
reservad for specific situations and personalities. Verbal

greetings may acccmpany physical gestures. These greetings which
may last for several minutes, vary frcm the clenched fist of the
Hausa, to a low crouch of the Nupe, and the full prcstraticn used

by the Yoruta man tefore his elders.

Salutations for various kinds of festivals and ceremonies also
exist, A ycung child learns and masters thcse of his cwn ethnic
grour before he reaches maturity. Any disrespect shcwn wculd

immediately be rectified thrcugh disciplinary action. This
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respect 1s alsc expected within the realms cf the Nigerian
traditional religions. According to the sociclcgist Otcnti Nduka,
in the Nigerian's view cof the wcrlg, is "the belief that the
universe was pecgled by spirits, some great, some small, =scme
benevolent, but many more were malevclent."21t

All of them were capable of swift and cften vindictive
anger....a host of....deities and spirits either
inhabited cr were guardians cf land, =sea, and air as
well as everything in them....Clcsely ccnnected with
the deities is the ftelief in ancestral spirits. 1This
belief finds expressicn 1in various ritual [fractices
connected with the ancestral shrines and the subsidiary
belief 1in reincarnation. The clcseness cf the
ancestors' spirits helps tc suppcrt the strong kinship
attachments sc common in Nigeria.z2

It 1is within this envircnment that the first European
missicnaries came to Nigeria and adopted "a policy cf ccmplete
Europeanization with a view tc replacing the native culture...in
favour of the belief in the one God."23 Fafunwa states that:

Many Eurorean and American writers criticize the
limited goals c¢f traditicmal educaticn because it is
geared to meeting the basic needs of the child within
his restricted environment. The critics alsc contend
that it is conservative and conforming in that it does
not train the <child to challenge c¢r change those
aspects that are considered wunprogressive within the
system....Traditicnal educaticn is nct any more
conservative or any 1less progressive than any cther
system. 24

Education clearly was not brcught tc Africa by Europeans: they
simply brought their ocwn kind with them.25 Unfortunately the
colonial authorities who implemented the systems, shared the

missionaries' unjustified Lelief in the superiority of Eurcpean

over African civilization.
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The Portuguese merchants of the fifteenth century cave "the
people of what we ncw kncw as Nigeria their first experience of
educaticn as practiced 1in Europe."26 However, it was not until
the last quarter of the eighteenth century that "Western"
education made any significant impact upcn Nigeria. This cccurred
when a fairly large influx of missionaries, in an attemgt to
convert Nigerians to their faith, taught reading and writing, the
singing of hymns and the recitaticn of catechisnms. The
bookishness of the instructicn was a consequence of their
strategy to teach African tc become "literate enough tc be able
to read the Scriptures."27 Little or no attempt was made to
understand African culture or wuse the lccal environment for
pedagogical purgoses. The schools were run on similar lines to
those for working-class children in Britain in the nineteenth
century. Those children who completed their <ccurse cf study
either stayed on with the missicn as catechists or lay workers of

the church or became teachers, clerks, fpriests and the like.

Unfortunately, there was little cocrdination cf missionary
activities or supervision of standards or curricula; there was no
administrative machinery to carry out such functicns.22 Fafunwa
stated that, as a ccnsequence cf the absence of an official
education pclicy, colonial schools lacked:

a. a ccmmcn syllabus, standard textbocks, regular
schccl hours, etc.;
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b. adequate supervision cf schcols--buildings,

teachers, pupils, etc.;
c. a central examination system;...?29

By the 1880s, withk the vpartiticn cf Africa by six major
colcnial pcwers,39 "colonial educaticn"™ was asscciated with
rifles and taxation Lty the <colonial administrators. Chinua
Achebe, the Nigerian novelist, descriked the reluctance with
which Western education was accepted by Nigerians in Ltis ncvel

Things Fall Apart3t, and Levi-Strauss sumred up the effects of

colonial rule con African societies in his book The Savage Mind as

follcws:

The acceptance cf Western values was less the result of
a positive decision than of an aktsence of <chcice.
Western civilizaticon has sent its soldiers, trading
posts, plantations and missicnaries tc the four ccrrers
of the earth. It has prcfcundly shaken the fcundations
cf traditicnal modes of life, either bty imposing its
own mode or Lty estaklishing the ccnditions which lead
to the collapse of preexisting modes withocut replacing
them by scmething else...32

The missionary activities did prcvide the cclcnial
administrators with much needed manpcwer but they became the
basis of educational problems which still exist in Nigeria tcday:

a School Certificate (is what) every seccndary school
child strives to acquire as a passport to government
employment...the ascendancy cf grammar schcecls cver any
cther kind of education in Nigeria. To push a pen
behind an cffice desk 1is the dream of an educated
Nigerian. Anything less 1is held tc be derogatocry and
telow his dignitye..e. The Nigerian clerk tries to
imitate his Furorean becss whe works with him in the
cffice. He has never seen him dirty his hands and why
should he dirty his cwn? Sc Nigerians 1learnt and
believed that it is more respectable tc go tc grammar
school, 33



151
At the turn cf the twentieth century, the first Educaticn
Department was established for the Protectorate of Southern
Nigeria.34 Nevertheless, the authorities had "yet tc realize the
significance of education in the development of the African
people."35 As a consequence, the Phelps-Stckes Ccmmissicn c¢n
Education in 1920-1 advocated a pclicy cf educaticn adapted to
the envircnment, in the light of the religious, sccial, hygenic
and economic conditions.36 They rerorted that:
The adaptation of education to the needs of the fpecple
was urged as the first requisite cf schocl activities.
Much o©of the indifference and even oppositicn tc
education in Africa was due to the failure to adapt
school work to African conditions and school methcds
which had Leen discarded in America and Eurcpe were
still in vcgue in Africa.37
The efforts of government to "adapt"™ education to Nigerian
needs continued through the next twe decades. The Nigerian Ten
Year Education Plan cf 1944 advccated an emphasis on "The type cf
education most suitable for the needs of the country."38 Thus,
nearly twenty years btefore Independence, the plan stated that:
In order to prevent the drift of semi-literates tc the
towns the first ccnsideraticn 1is tc prcecvide elementary
education in the wvillage with a strcng rural tias
suited to the envircnment and 1lccal needs of the
neighbourhood. The aim will be tc provide the village
child with such an educaticn as will enable him to
beccome a more useful member of the village, whether as
a farmer or a craftsman.39
Unfortunately, the hiatus continued letween policy statements,
such as the above, and their implementaticn. The «cry for a

content and format of educaticn which was relevant to the needs

of the African child in the Nigerian setting is still heard, lcng



152
after the Independence ceremcnies cf 1960 were <concluded. The
impcsed foreign educational system greatly assisted the <chasn
which existed between the home and the school, the <child's
education and his needs, and his ability tc cope within his

cultural setting.

4. Post-Independence Education

Since Nigeria's Independence, the educaticn laws prcmulgated
by the States in the Federaticn (now the Federal Repulkic) thave
attempted to adjust the education of primary schocl childrer to
fit the needs of nation-building. In the early 197Cs, the stated
or implied aims cf primary education were tc:

a. master the three BEs -- Reading, Writing and
Arithmetic and thus develcp permanent literacye.

b. develop sound standards of individual conduct and
behavicus;

c. acquire some skill and appreciation of manual wcrk.

To achieve these aims the fcllcwing subjects are taught
in most schools: arithmetic, physical training,
history, religicus instruction, geography, nature study
(and recently elementary science), dcmestic science,
n2edlework and cookery for girls, music and singing,
art and handiwork, English.%©

Nevertheless in 1S7€, M. O. A. Durcjaiye made the follcowing

points in his bcok A New Introduction to Educaticnal Bsychclcgy:

It is suggested that African children are not receiving
education thkat is meaningful and vuseful. Fer full
development of their intelligence, their educaticn must
be based on their experiencee...

Teachers in Africa have a great task tc perform tc make
learning purposeful and effective fcr the African

-



childe The schocol and the home...cften have different
values and often speak different 'languages',*!

Thus it would appear that the Nigerian educaticn system is
still thecretically rather than practically crierted.

Consequently,

With the advent of formal education and +the influence
of different cultures, the traditicral parent-child
relaticnships and <child-rearing practices have tLeen
overthrown. Few traditicnal ccmmunities still retain
these practices intact and many have had them diluted.
Some no lcnger clearly reccgnize what the forms shculd
be. More seriously, however, it woculd appear that some
of the adjustments inveclved in a changing society have
not taken place.*2

While some individuals attempted to ccnvince government of the
neads of the Nigerian child, A. Babs Fafunwa stated empkatically

in 1974 that:

The present system ({of education), instead of
developing pcsitive values in the =scciety in which the
African child 1lives, tends to alienate him frcm his
cultural envircnment; in other wcrds, the systen
educates the child out of his envircnment. Traditicnal
Western educaticn has ccntributed in nc small measure
to the failure of social and econcmic progress in
Africa. It has discrganized and discriented African
societies, divorcing the educatiocnal needs c¢f Africa
from the econcmic imperatives. A ccrplete re-assessment
of the goals of African educaticn...is a gsine gua
non.*3

Fortunately, in 1981, the Federal CGovernment anncunced that
the general cbjectives cf educaticn would be (amongst others):

character and moral training and the development cf
sound attitudes;

developing in the child the akility to adapt tc his
changing envircrment;

giving the child opportunities for develcping
manipulative skills that will enable him to function
effectively within the limits of his capacity.+*



154
In pursuance of these cbjectives, the Nigerian Government has
mad2 Primary Education free and universal. As well, it is the
intention of the Government that,

in order tc encourage aesthetic, <creative and musical
activities, (it will) make staff and facilities
available for the teaching of creative arts and crafts
and music in primary schools.*S

More interestingly, this same report stated that

Government will ensure that teaching methcds emplcyed
in the primary schccl de-emphasize the memorization and
regurgitaticn of facts, encourage practical,
exploratory and experimental methcds....*®

A process by which primary schools in particular «can relate
education to the Nigerian physical and cultural envircnment is
the cne on which this study is based. That is, the use cf
drama/theatre in the <curriculum and elsewhere in the community.
Therefore, Wwrcte Durojaiye, "Those aspects of the cultural
environment and practices which are worthy cf preservaticn shculd
be activated in the 1learning Freccess."*? FElements of the
traditicnal education o¢f Nigerian youth may be integrated into
the present mode of educaticn through drama/theatre activities.

Consequently,

(a)s far as children are concerned, the aim 1is nct
merely an oppcrtunity fcr enjcyment but also for
understanding of their own culture and the new material
that is being related tc it. It is an cpportunity for
cultural environment as an integral part of the tctal
educational ©prcgramme. The aim alsc 1is tc broaden
children's cultural horizons tc the pcint where they
s2e themselves as part cf a total culture. They shculd
see their education as a process within the culture and
their ultimate goal as preserving the gocd elements of
their culture and adding to it., The music, dances,
plays and places of interest in the ccmmunity must be
included in such an educational programme.*®
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Chapter VII

INTEGRATING DRAMA INTIO

THE SCHCCL CURERICULUM IN NICGERIA

Increasingly, in recent years, drama has been included in tte
curricula of many primary and elementary schools in Europe,
Britain, the United States and Canada. Its inclusicn is based cn
the concept that knowledge is not simply received tut that the
learner needs tc ke given <cppecrtunities tc take new knowledge,
reflect upecn it, use it, sometimes reshape it and eventually fit
it into what is already known. Research studies show that drama
offers such oppcrtunities and that it is therefcre a wvalid

approach to teaching and learning.

"Drama," writes B, J. Wagner, forms "the expressive matrix cut
of which all <ccgnitive learning develcps."”! Its overall goal is
toward the development of the whole child, sccially, emoctionally,
intellactually and spiritually. It attempts to encourage children
to deepen and challenge tlkeir percepticns cf themselves, assume
resgcensibility, work independently and socially, accept c¢roup
decisions, develcp new interests, 1increase inventiveness and to

motivate them toward new information.

-_—
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Due to the diversity of the techniques fcr drama in action, it

is inadvisable to prescribe one specific rprccess. When drama
techniques are used, they must be considered in relaticn tc the
needs of the particular group, within the schccl, and ultimately
within the society. Therefore, a merging of the rprevicusly
described forms c¢f creative dranma, drama-in-education, and
develcpmental drama will ke used to btuild a mcdel fcr use in the
Nigerian School Curriculum. Since much of traditional indigencus
African educaticn ccnsisted cf rfpractical dcing and experiencing,
it 1is 1logical to utilize the techniques of drama in the
educational curriculum. Therefore, special emphasis will be
placed on the drama that will make educaticn more relevant fcr

the Nigerian child in the emerging naticn.

This educaticn will reflect the culture cf the pecple and, as
does indigenous educaticn, =satisfy the needs cf the child within
that culture. In 1981, the Government cf the Federal Fepublic of
Nigeria stated that "since the rest o¢f the educaticn system is
built upoen 1it, the primary level is the key tc the success or
failure of the whole system."2 Consequently, the general
objectives cf primary educaticn in Nigeria will be considered in
view of the 1rcle that drama can play ir attaining thkcse

objectives.

The first objective of Nigerian primary educaticn is: "the
inculcation of permanent literacy and numeracy, and the ability

to ccanmunicate effectively."3 "Literacy" and "numeracy" are
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defined, respectively, as the ability tc read and write, and to
count or number.* These have always been cbjectives 1in
traditional Nigerian education. The ability tc ccmmunicate
effectively was encouraged by "cbservation, imitation and
participation (which) are some of the majcr 1learning frocesses
even in this modern age."S Drama employs these learning processes
and they can be used as an exciting afpproach to help, for
example, the teaching of reading, 1language arts and mathematics.
Since communicaticn is an integral part cf the drama process, it
may cr2ate situations that allow the child toc expand verbal and
cognitive capacities. James Moffett's study indicates that
creative drama activities allow the child "tc begin tc single out
verbal modes frcm the other (i.e. body, mind and tongue) and thus
to activate speech in particular."® Thus, vocabularies may grow
and independent thinking may be stimulated. It motivates reading
and research, as well as comprehernsicn and appreciaticn.
Furthermore, it capitalizes on the <child's innate curicsity and
can, through participation, create situations where spatial
concepts, Sequence, numeracy, seasons and time are experienced

and therefore understood. (See Appendix E).

The second general objective cof Nigerian primary education is:
“"the 1laying of a sound Lasis for scientific and reflective
thinking."? Scientific and reflective thinking cannct occur in
the human being unless there is an understanding of self. Ann M.
Shaw's Taxoncmical Study revealed that a majocr objective in the

creative dramatics field, seeks to develop 1in the child
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participant "the pursuit cf a «clearer and mcre complete
understanding of cne's self and others through the froccess cf
identification."8® Too cften, teachers impcse information wupon
children who have little interest in the subject and its content,
and therefore, when examined cnly a regurgitaticn cf the facts is
produced. If the child is given cppecrtunities to express himself
spontaneously through his imagination, his vcice, his kcdy, and
his feelings or emoticons, he will develof his personality and
begin to understand himself. These impressions must ke released
to allow the prccess of thought or expressicn to grow. When the
child understands himself he will inevitably begin to understand
others. He will then have little difficulty in nmastering the
ideas of other people. He will be mcre able tc reflect upon thenm

and formulate opinions.

Scientific and reflective thinking requires discipline,
contrcl and patience, knowledge and vision. These are the
qualities, necessary for «creative thinking, which should be
developed and encouraged in the curriculum. As the 1982 Calouste-
Gulbenkian Foundaticn reports:

Creative work is rpossible in all the various modes of
thought and action of which human Lkeings are carpatle.
It makes Jjust as much sense tc talk cf creativity in
science, engineering, mathematics and philoscphy as in
the arts...it 1is not enough tc promote <creative
activity only within one or cther r[part cf the
curriculum. The need and the opportunities for creative
activity wmust be seen as central tc all work in
schooles.?®

Furthermore, "An essential aspect cf creativity," says Dr. Edwin
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Land, the inventor of the Pclarcid Camera, "is not being afraid
to fail."10 When drama opportunities are offered, the child may
develcp such creative abilities. A wellspring of cppcrtunities
also allows the <child tc classify, categcrize and take part in
deductive thinking which 1is the tasis for scientific and

reflective thinking.

The third general objective of Nigerian primary educaticn is:
"citizenship educaticn as a tasis fcr effective participation in
and contribution tc the life of the society".1! It has cften Lkeen
said that dramatic activities are a 1rehearsal for 1living. 1In
drana, life can be ™"lived" in all its variety without its
dangers. A child has opportunities tc work cooperatively with
others, 1s encouraged toc become aware cf and accept differences.
He also 1learns deference and the need fer self-discipline. He
will be able tc establish tangible experiences and relaticnshigs
on which to tase his likes and dislikes, He can explore his cwn
feelings in a controlled environment; identify and empathize with
the feelings of cthers, and thereby understand the basis of his
"participation in and contribution to the life of the society.”
As Philip Coggin ncted as early as 1956,

Drama helps the personality to self-realization by
educating the emotions, stimulating the intellect, and
co-ordinating mcvement and gesture tc the wishes of the
mind and spirit. A fully-developed human being is, &Ly
definition, a full member cf society, and the communal

character of drama encourages the full develcprent cf
the social group.t?

Such cpportunities for learning and practicing new social skills
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were indicated in Ann M. Shaw's Taxcncmy.!3 Though many drama
contexts include hypothetical situaticns, activities may be
organized around historical and/or "real-life" cccurrences. 1This
will help to develop an empathy fcr and insight into situations
which involve the concerns and aspiraticns ¢f the particirpants?
community. Gocd <citizenship involves the ability to understand

others and a wilingness to contribute tc the whole.

The fourth general cbjective cf Nigerian primary education is:
"character and mcral training and the develcpment c¢f scund
attitudes."14 Sound attitudes develop when the coppcrtunities are
provided which foster a r[positive self-ccncept in the child.
Eleanor C., Irwin's 1963 study showed that a prcgramme cf creative
dramatics involving a large group c¢f third grade children
indicated measuralkle changes 1in their gpersonal and social
development.!S These changes may result when oppcrtunities are
given for the child to express himself freely without negative
criticism. When the child is made tc feel secure, he will be
willing to explcre, experiment, or take risks, because he kncws
that he can take a fpositive stand withcut feeling rejected.
Therefore, the child's attitude towards himself and cthers %ill
grow 1in a healthy and acceptable say. Educational drama
activities also provide learning opportunities in a safe context,
where mistakes can be made and bte rectified without fear. Bartara
May McIntyre points out in her bcok Infcrmal Dramatics that
creative drama may be seen as a means of develcping social skills

which can be applied to practical real 1life situaticns.!® As
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well, these activities are nmcre 1likely tc develop socially
acceptable behavicur since such behavicur ccmes frcm within the

child, rather than through authcritarian demands.

The fifth general objective of Nigerian primary education is:
"Developing in the child the abkility tc adapt tc his changing
environment."17 A child's environment ccntinually changes since
both the child and society change and grow, physically, as well
as intellectually. Children need experiences tc help thenm
understand what their tkcdies can do, where and how their bcdies
can move, and why their bodies are <changing sc¢ rapidly. (See
Appendix B) Vercnica Sheltourne, in her article on "Movement as a
Preparation for Drama," stresses the impcrtance of body awareness
in the develcpment of self awareness.

When children are encouraged tc become aware of their
knees, feet, their hands, and perhaps of their bkcdies
as a whole, they beccme mcre aware cf themselves. They
can be helped to develop a stronger sense of bkeing a
person, they can discover more sense of identity.1®

Therefore, a child also needs to Le given oppcrtunities to
explore and understand his changing physical environment. Thrcugh
activities involving sensory perception, a child can develcp a
heightened awareness of his surrcundings. Ruth Beall Heinig arnd
Lyda stillwell 1in Creative Drama for the Classroom Teacher
reported that "frcm our various senscry experiences we made
observations, ccmpariscns,discriminaticns, and formed our

concepts about the nature of things.,"1°% Alice B. Snyder

indicates that «creative dramatics can teach apprcpriate social
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behaviour as well as controclled movement through space and a
sense of sharing.29 Thus, drama can play an important role in
"leading education toward a more humanistic approach tc learning
as well as toward the develcpment c¢f students who are capable of

respoending more raticnally to their changing wcrld.™21

The sixth general okjective of Nigerian primary educaticn is:
"Giving the <child orpportunities for develcping manipulative
skills that will enable him to function effectively in the
society within the 1limits cf his capacity."22 When children are
given chances to use their «creative atilities in an integrated
arts programme tteir skill in the wuse co¢f their hands will
advance. Assembling a collection of objects that can be used in a
creative drama experience can become an integral part of each
group play. Situaticns which use the techniques <¢f the weaver,
dyer, carver, potter, cor leather wcrker will allcw children to
experience the ranipulative abilities cf these artisans.
Children's empathy for these vocations will increase, as they
investigate the tcols, materials and the significance of the
activity. Selected drama exercises in mime will increase their
imaginations, as well as giving the children practice in
appreciating the physical qualities of weight and size. It will
also stimulate their senses, inspire and develop their fpowers of

observation, appreciaticn and manipulaticn. (See Appendix B).

The seventh general objective of Nigerian primary educaticn

is: "providing lasic tcecls for further educational advancement,
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including preparaticn for trades and crafts of the locality."23
When a child is given cpportunities to tuild a sense cf resgect
for his own ideas, tc beccme aware of and understand his
feelings, to interact creatively with others, a firm fcundaticn
can be built on which the child can develop further. Linaya ILynn
Leaf's study of <creative drama's objectives indicates that a
child may demonstrate "a willingness to try new experiences, a
willingness to tackle prcblems and try tc¢ sclve them, or an
attitude of gquestioning and thinking positively."24 These
opportunities may be built into educational drama experiences
within the curriculum. Thus, the child may mcve and speak
confidently and appropriately in a wide variety of situaticns;
explore and rehearse activities which can rrepare him for 1life,
as well as gain specific training in social behaviour; expand his
own resources and thereby promote an cpen and ready mind fcr
fresh learning. Furthermcre, the pcssibilities of visualizing and
preparing for vocational opportunites {available tc schecol
leavers) are legicn in an inteqgrated drama and arts programme in

schools.

The justification for incorpcrating educaticnal drama
techniques intc the curriculum cf Nigerian primary schools may be
recognized when 1its basic goals are ctservable. Noct «c¢nly must
drama's position in the curriculum be clear, Lut it must alsc be
acceptad that it is a process which requires careful guidance, as
well as skillful organization. Consequently, there is a need fecr

skilled teachers specifically trained in educational drama for
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Nigerian primary schools.

This study prcrposes to shcw how a teacher ccmmitted tc a
holistic education may integrate drama intc the curriculum as an
educaticnal technique., As Charles A. TCuke so aptly states: "if
the new philosophy, the new approach %will fit intc the familiar
and the comfortable, there is a greater chance that risks will ke

taken."2S

&n December, 1S€1, a questionnaire was distributed in Calatar,
Cross River State, Scuth Eastern Nigeria. It was designed to
investigate the interest and desire co¢f parents and teachers to
engage their children and students in meaningful drama/theatre
experiences.?® Analysis of the response showed that, amcng those
questiocned, ninety-four rpercent welccmed the inclusion of
drama/theatre activities in the schecels. Local fclklcre and
festivals rated the highest among subjects for presentaticn or
investigation, followed by social problems, historical subkjects
and a demonstraticn, in dramatic terms, cf the metric system.
Vocations and job opportunities rated fifth in the list «c¢f ten
subjects. Teachers generally agreed that mathematics was the most
difficult subject for children to master, and therefcre they
believed that dramatic activities might make its concepts more
readily understood. The majority of parents wanted their children
"to participate in a creative activity"™ because as yet there was

"no creative drama at school.™"
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It appeared, from the results c¢f this sample =survey, that
local support for a school programme of creative activities was
strong. Both parents and teachers wultimately understccd that
there was a need for an educaticn which prepared the rising

generaticn for a rapidly changing world.

Alvin Toffler, in Future Shock, spoke fcr American education

when he wrote that all students must have a grounding in certain
common skills which are needed for human communicaticn ard sccial
integration. This is due to the fact that life today is such that
it is difficult to make and maintain meaningful human
relationships. Tof fler advised educatcrs who are ccncerned with
the future to 1"systematically organize formal and infcrmal
activities that help the student define, explicate, and test his
values, whatever they are."27 Charles A. Duke concluded therefore
that the curriculum of the future calls fer a combination of
factual knowledge and training in what Tcfler called "1life kncw-
how." "Somehow," said Duke, "we must find ways tc balance the
two, developing envircnments which stimulate the producticn cf

both, %%8

The implementation «c¢f drama in the schcol curriculum may ke
the answer. In mcst primary and secondary schools in Nigeria,
drama fcr children is still linked with theatre rather than secen
as a continuur from play activities tc a context which will
"jlluminate and provide meaning within the context c¢f human

experience and response."29 Many teachers may feel they have too
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little knowledge or lack confidence to Lkegin such an integraticn.
Others prokatkly even fear the "emctiocnal"™ explosicns that may
erupt in the classroom. Scme feel that teaching attitudes within
the school are toc authoritarian or the organizaticn tco
inflexible to incorpcrate drama intc the present curriculum. 1In
the past, even in rural schools, <children were more able to
relate to the teacher on a cne-to-one tasis. Today, in Nigerian
schools, the <child's experience is drastically different. The
flight of reople to already congested urban areas is ccugled
with the realizatiocn of ccmpulscry primary schcol education. This
combination results in situations where children, equipped with
only minimal prcficiency in English, are taught in that language
in over-crowded classrccms. It 1is therefcre understandable that
young teachers (whe can qualify to teach in primary schccls after
only two years teacher-training foclllcwing their cwn primary-six
examination) sould be afraid of an approach to teaching which

requires self-ccnfidence, vitality and imagination.

Fortunately, the use c¢f drama-in-educaticn does not call for
an overhaul cf the entire educational system. Rather, it cffers
approaches to teaching which wuse +the +wealth <c¢f materials,
situations and ideas easily accessible to the teacher and his
class. It does require an open attitude on the part of the
teacher. He nmust reccgnize how the experiences presented nmay
contribute to the students' cognitive, affective, psychomctcr,
perceptual and veliticnal development. Alsc, the attitude,

commitment, and belief o¢f a teacher will affect =students'
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responses. The teacher has been described as mctivating and
facilitating 1learning ty dcing; being receptive tc students'
needs and assessing the possibilities inherent in the situaticns.
The questions pcsed should allow the child tc deal with them freom
his own wunderstanding and should nct «ccnstitute a threat.
Questions may deepen and extend the activity; as will reflective

discussion after the event.

It 1is not the intention c¢f this study to outline drama
teaching techniques., These most cften ccme frcm perscnal
experience, through first-hand observaticn and, to a great
extent, inspiration from teachers of the field's "master

classes."

The following material, however, 1is cffered as a sequence of
activities which <can assist Nigerian teachers in guiding their

students through relevant drama experiences.

2. A Method for Integrating Drama intc the Curriculurm

Though drama may tie the curriculum together and break down
unnecessary subject boundaries, its implementaticn will require a
radical rethinking c¢f teaching objectives. Course outlines in
Nigeria require that teachers cover a certain amount cf subject
material each periocd, week and month. Therefore, thcugh certain
curriculum subjects will ke dealt with separately in this study,

the use of drama allows children "to use all their knowledge and
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experience to suppcrt their imaginaticn, consolidate their
understanding, tc ask questions, relate to cthers through drama,

implement decisions and ideas, shape, tuild and appraise."30

Since Nicerian <course outlines fcr each subject are not
available to the writer, relevant sample topics and material will
be used. Scme topics will be more fully dealt with than others,
though in all cases the aim is to use and investigate irdigencus
subjects and ccntexts. This will influence the c¢ften Western-
oriented syllatus tc be mcre meaningful to the child in an

emerging naticn.

The easily available storehocuse cf fclklcre and oral tradition
is at the dispcsal of the educator. Folklcre refers tc all
traditonal materials which are transmitted orally through time
and space.3! The mecst common types of folkloristic material
include: myths, folktales, legends, Jjests (jokes), rroverks,
riddles, charns, superstitions, children's games, gestures,
tongue-twisters, festival ©practices, traditicnal darces and
folksongs. Because folklcre 1is not only the commcn heritage of
the members of a particular culture, it may also include facets
which many different cultures share. Alan Dundes says that "one
must remember that if something is important tc a people, it will
be found in their folklcre."32 Therefcre, it 1is logical fcr
teachers to use the folklcre cf Nigeria tc supplement their
curriculum in order to discover what is relevant tc their culture

and important tc cther cultures.
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The following format may be wused to extend the learring
experience when integrating drama intc the curricular subjects:
I Pre-lesscn discussion questions
II Pre-lesscn activities
IIT The lesscn
IV Post-lesson discussicn questicns
V Post-lessocn activities,33
This format is cnly cne of the many methcds that may be used. It
was chosen to help facilitate the use cf drama and related arts
activities into Nigerian primary school classrcoms. The guesticns
and activities fcor the topics cutlined are examples. The teacher
should use them at his discretion, kncwing his students and what

activities would be mcst afppropriate for their level of

experience.

Though each lesscn with its related activities is able to
stand on its own, the teacher should sequence the activities so
that one 1lesscn follows naturally frcm the preceding cne.3¢ In
this way children learn tc ceonnect one activity with ancther, and
see the relaticnships and related meanings. The activities also
help the teacher tc understand what a child has abscrbed and how

further expansicr of comprehension may be achieved.

Opportunities tc practice with the literature, history, etc.,
by playing out and talking about the characters, themes and
situaticns, help develop skills which the child can emplcy in
later lesscns, The <cumulative effect causes the «child +to
synthesize, project, create and analyse «coherently and

imaginatively thkrcugh the dramatic experience.
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Tc arouse the child's interest is the aim of the fpre-lesscn
discussion questicns. Fach <child's ccmprehension ¢f a story or
subject matter may be different, due to his unique perscnal
experiences. Therefore, it is worthwhile tc explcre some of the
larger ideas or meanings of the topic before +they are fresented
with the material. The suggested <cren-ended questions are
designad to make the child think and verkalize opinicns abcut the
relevance of the propcsed topic. They encourage the «child to
think and offer opinions. The questions dc¢ nct require a yes cr
no answer, but inspire a development of the subject through
conversation. For the child, the guestiocns are investigative; fcr

the teacher, the answers are clues tc the child's readiness.

Periods of questioning and answering may appear toc be free,
noisy, disruptive and undesirable in the classrcom. This 1is
because many parents {and educators) in Africa believe that
children need tc be controlled firmly or e€lse they will be
spoilt. Professor Durojaiye explains,

lLack of pupil-teacher interacticn and lack of dialcgue
during the 1learning prccess characterize most o¢f our
children's 1learning. The vicious circle cf 1low
integration, 1lcw participation, 1lcw self-esteem and

consequently low motivation for learning 1is all tcc
frequently ckserved in African classSIOCmS....39%

This is also understandakle since the cultural background of the

children does not emphasize and encourage verbal interacticn



176
between adult ard child. The child is expected to be seen and not

heard in most hcmes and classrooms.

Because of these cultural beliefs, teachers must appreciate
their responsibility as dispensers, interrreters and initiators
of learning and knowledge. In addition, the teachers' tasks
involve the development of students' sccial skills for social
integration. Asking questicns in a relaxed informal manner, will
offer opportunites for children tc learn tc give and take. If
children are made to feel that the questicns are neither testing
them, ncr creating a stress situation, their respcnses, instead
of being hindered, will be free and mcre revealing of personal

feelings.

The following key wecrds and sample gquestions may assist
teachers in designing their own open-ended questicns for pre-
lesson discussicn questicns in any subject:

Pretend...

SUpPpPOSE€aes -

Considere..

What might happen if...

What happens when...

Can you describe a situaticn where...

what feelings do you have when...

How aree...similar/dissimilare.e.

Why do you think...

How many causes Of...

what makes you think that...

What ways can ycu think of that...

What generalizations or rules can ycu fcrmulate frome..
Eave you €Ve€r...

How would you feel if...

How can we show that we need...

What kinds of plans will we make for...

What can we do to show our appreciation of...3¢
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ITI Pre-zlesscn activities.

Relating fantasy and fact to real-life experiences 1is the ainm
of the pre-lesscn activities. Conprehension means understanding.
A child will understand the situaticns in the story, the
background to a historical event cr the need for particular
social behaviour, because he reccgnizes the needs, feelings and
predicaments as they relate to his own experience., This will lead
to better comprehension. The activities can be used as jumping-
off pcints for writing, talking, drama, painting and further
reading and research. The children will find that there are no
right or wrcng answers in this secticn, c¢nly a grcwing awareness
of themselves and the wcrld arcund them. Teachers should chcose
activities which are afppropriate fof their classes. the pericds
must be considered as whcle-class stimulaticn, as well as
opportunities fcor small group or individual wcrk. Generally the
follcwing activities can be attempted in small groups cr with the
whole class:

-dramatize an event

-conduct an experiment

-research a tcpic

-hold an interview

-discuss a newspaper report, an advertisement, etc.
-invite a speaker tc the class: members of the
community, a parent, the principal.

Various methods of reporting a small group activity or
individual wecrk and research may include:

-demonstratices

-diagrams
-maps
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-pictures
-drawings
-charts
-displays
It should be reiterated that these suggestions are cnly a
beginning. A teacher's knowledce and experience of the class may
elicit equally appropriate analogous or parallel experiences from
the children's tackground. As well, these activities shculd help

the children tc identify more intensely with the tcpics tc te

studied.

III The Lessed:

The focal pecint o¢f this five pcint fcrmat for integration is
the lesscn. There are several ways in which it may te apprcached.
If the particular 1lesscn invclves reading a chapter frcom a took
or a story, many methods cf presenting the material are available
to the imaginative teacher. If the material is to ke read alcud
(from a story, a chapter in histcry, a section in social or
health science), a child may be chosen to do this, but cnly

-if he alone has a copy of the material

-if the listeners are not familiar with what they are

going to hear

-if the child has had scme previcus individual

coaching -- (can he be heard distinctly; is he follcwing
the punctuation; is he using the ccrrect pronunciation?)
-if he has had time to rehearse the reading.37

Material may also be given tc a group of «children tc prepare

as in "Readers Theatre."3® In this case, cne child may read all
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the descriptive passages, and as many cthar children as ar=s
necessary may read the dialcgue of the <characters. Here again,
the listening children should not have copies of the material,

and the "performing" group must have time tc rehearse the work.

A third methcd for presenting stories and other material may
be through the wuse of puppets. Puppets can be simply made with
stuffed paper tags, plastic bottles, sccks and other fcund
objects. In all cases the manipulation cf the puppets should nct

distract frem the material presented.

Sectioning and grour discussion is ancther important methcd.
Herein stories and other material may ke read in sections. For
instance, a teacher may wish to read the beginning c¢f a story or
chapter and then stop for group discussicn. At ancther time, he
may wish to read as far as the climax and then ask questions
which hypothesize about the motives or needs of the characters
and their relaticnships with others. Furthermcre, gquestions may
involve recalling and lccating introductcry informaticn, such as
the tinme, setting, situaticn and rperscns involved. Cther
questions might elicit suggestions ccncerning the cutccme cf the
story/situation. However in all cases the questicns should create

interest and possitle suspense abcut the climax cr conclusion.

All the foregeing presentational methcds are intended to
extend the <children®'s learning experience. They cffer children
opportunities tc <create their own 1literature, write their cwn

histories; research their cwn culture, sccial history, health and
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hygiene practices; write reports; letters and mcnolcgues, etc.

The aim of the fpost-lesscn discussicn is to assess the child's
understanding c¢f the material. Questicns which relate +to
particular subjects and stories may ke presented tc the class for
open discussicn or written answers may be requested of each
child. Most «c¢f the questions will help the teacher to Leccme
aware of the child's ccmprehensicn, thcugh the guestions may
elicit very individualized responses. Here, tcc, there need nct
be any completely right c¢r wreng answer. Each child needs to be
encouraged tc deal with the questions from his own understanding
of the material. Teachers should accept that the written or cral
respenses represent the child's opinions. Scmetimes these written
responses can be read tc small grcups sc that pesr-group sharing

will take place.

Suggested post-lesscn discussion questicns may be formulated
from the fcllowing key word and samples:

-Tell me...

-State. * e

-Compare€...

-What happened whene...

-Fhat caus€d...

-What does--mean when...

-Is it fairyunfair/right/wrcng...

-In your opinion...

-What were your reacticns tC...

-What feelings did ycu have when...
-What meaning did yocu understand fcr...
-Dc you agree with what is said about...
-What is the author trying to tell us by...
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-What is your opinion about...
-Do you approve of...

-What lesscn did this story teach us?
-What other titles might be appropriate?

These firal activities are designed to helpr «children reveal
and often intensify their cemprehension, appreciation and
understanding of a subject. Some of the activities may invclve
locating facts and recalling and interpreting informaticn; others
may involve reading between the lines c¢r inferring the main idea
and relating it to rrevicus material; still cthers may see
reactions, opinions and emotional response to the material

through dramatic playe.

Scme of the fcllowing suggested activities are skill-criented.
They ask the <child to note the author's akility tc use language
and imagery. They alsc ask the child tc explcre the "language"
of the material himself and cffer him ccmparable oppcrtunities to
use "language" wheter it is in literature, science, mathematics,

or physical education.

Teachers may extend the material by creating activities which
integrate with cther subjects areas. For example:

-find/research related material;

-change the situations and/or characters to other times
and places, and find the ccmpariscns, rFarallels, or
relevances tc their own times and culture;

-invent or hypothesize different conclusions or
endings;
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-debate the issue, cr transfer the case to a 1'law
court' and gquestion or Jjustify the —reascns for the
outconme;

-respond to the material in writing: vary the respcnses
-- petiticn, statement, cpinicr, letter, etc.;

-Wwrite a pcem about the material;

-write a scng about the material;

-ccmpose a musical score for the material;

-relate the @material tc histecry, science, physical
2ducaticn, etc.;

-invent a game using the facts, infcrmation or the
techniques of the material, with skill testing
questicns.

Using the format outlined, the following subjects and

situations: Language Arts and Literature, Sccial Studies, Art,
Music, and the School Assembly, will bLe used as exanples fcr
integrating drama into the curriculum. Lessons invclving a
sequential develcpment of skills in creative drama are found in
Appendix C. They are a prerequisite to successful use cf drama in
curricular subjects. They include activities in sense memory,
emoticns, ccncentration, characterizaticn, rcle-playing, dialcgque

and story dramatization.
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The study c¢f Language Arts includes the development of
auditory and speech skills, oral and written vocaktularies, and
speaking and writing abilities. The study of Iiterature includes
the development of an appreciation of the cral and written wscrd,
as presented in ficticn and non-ficticn, fpcetry and plays.
Dramatic activities which allcw children to use language and thus
understand themselves Lketter are effective tcols fcr teaching

both Language Arts and Literature.

Literature offers a variety of materials on which tc tuild
language and an appreciaticn cf the written word. 1Integrating
drama with these studies assists 1in the building of vocabularies
and comprehension, and develops 1listening skills and auditcry
discrimination. It enccurages the practice of original writing,
and reinforces the mechanical skills c¢f compositicn. The
following activities descrike concisely hcw they may be used with
a simple African fclktale 1in a Literature and Language Arts

class.
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Why do you think some pecple need tc brag about their
exploits? What makes them feel they need to descrike what
they have dcne or what they can dc¢ in lcud and conceited
ways?

What kind of perscn can ycu imagine who needs to change a
story or make an incident seem more impcrtant than it really
was? How many examples can yocu give cof such a situation?

What things do you think cause scme pecple to feel supericr
towards others?

What makes scme rpeople able tc accept credit fcr some c¢ccd
that they have done with cnly a smile? How many examples can
you give?

What kinds of joks in your commurity require a gracious
acceptance of their worth? Would it ke destructive if the
worker continually praised himself and the work he was
doing? Can you give some examples where this may bhave
happened?

C. Ccmparisens

6.

Why do pecple need tc ccmpare each cther--their size, their
wealth, their intelligence, their lccks? Do you think the
world would be a happier place 1if compariscns wWere nct
always made? Why?

D. Pouwer

7.

What makes a perscn cor a ccuntry powerful? Is it their size,
their wealth, or their intelligence? Describe all the
different kinds of power you can think cf? Can you think cf
examples where pecple were smaller, Cr poorer, oOr weaker,
and yet had power?
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PREREADING ACTIVITIES

——— i — —— e —— | ——————— ———

Ihe Three Wishes

Suppose you were given three wishes. These wishes can cnly ke
used to make the world a happier place for everyone to live,
Think about the three wishes below and describe the effect yocu
think they wculd create.

1. If everyone had the same strength, skills and intelligence,
there would ke nc mcre inequality in the world.

o o — o —— o — —— o ———— B e e

e e o e e o e  —  — n — e m o wn o e e v e o o

2. If everyone €arned the same amcunt cf money, there wculd be
no more pcverty.

3. If every hcme, village, city and ccuntry was the sane,
there would ke true equality.

Now write out your three wishes for the wcrld, and describe
the consequences,

1.

2. - o s L AR Bt T S
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B. The Great Dispute:

Suppose you were the Chief of your tcwn. One day a
professional wrestler, whc has always won his matches, had a loud
argument with ycur official *town crier'. The towncrier tcld the
wrestler that he thought he was mcre powerful than the wrestler.
The wrestler was very insulted and insisted that ycu and ycur
counsellors shculd decide who was the mcst pcwerful.

Set up the debate with members of the class rerresenting the
various parties.

Chief and Counsellocrs

Townspeople (witnesses)

Tcwncrier and his family

Wrestler and his manager or family

Allow each grcup tc meet first and draw up reascns why they
should be considered the most powerful.

Can the Chief and his counsellors arrive at a fair decision?

III. IHE LESSO

=

A. Sy

1=}

opsis: I

=

€ Elerhant and the Cock.

The elephant, long ccnsidered "the strongest cf all creatures”
is challenged by the boastful ccck. A trial of strength between
the two creatures is organized by the Animal's Ccuncil. By a
fortunate choice of forest area, the cock is aided by insects in
winning the contest.

B. Iext: The Elerhant and the Cock

In the Ccuntry of the Animals, there once arcse a dispute
between the elerhant and the cocke. The elephant had for long Lkeen
proclaimed as the strongest animal, and he had fcr a 1lcng tme
accepted this as a fact. It therefore came as a great surprise
to him one day when, at a meeting of all the animals, the ccck
suddenly Jjumped up and ccntradicted the elephant. No, ny
friend,' he crcwed, ‘*you think that c¢n account of ycur huge
ungainly size that ycu have the right assume the role cf
"strongest cf all creatures". Ycu are clumsy, ungainly animal who
does not kncw how to use what strength the gods have given ycu.'

'If I am nect the strongest of all animals,® replied the
elephant, 'then perhaps you would be gccd encugh to tell me who
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is. I shall be interested to learn cf a greater animal than
myself, because I have yet tc meet him."

'T am not talking about the size cf animals,' replied the
cock, 'I am talking abcut their strength and pcwers. What is size
without power?' 'You speak the truth, =y friengd, but ycu have
still to tell me who is the strongest cf all creatures.!'

'T am,' crowed the ccck. At this there was great excitement
amongst all the animals. Some were amused and some were anncyed
with the cock and his lcud braggings ways. The elephant remained
unmoved, and when the excitement had died away he slcwly arcse
and flicking his great trunk majestically he said, 'C cock, 1lock
well upcn me, for here you see the king c¢f the Jjungle, the
strongest and largest of all the animals of the kingdom. Wherever
I walk I leave behind me roads that all may witness my passind.
Nothing remains in &®y way, I smash tracks through the thickest
forest and even the great, fully-grcwn palm trees can be uprooted
by the twist and power of my trunk. What cther animal can dc¢ =such
things?' roared the elephant. 'Let him speak now if he wishes.'

There was great applause for the elephant when he sat dcwn
again. Then the cock stcod up. *What is your great and clumsy
strength fit fcr? All cther animals mcve gquietly and gquickly
through the forest leaving no marks of their passing, they pass
silently on their way, and in stalking their prey. What use is
your stupid tree-smashing? I am the strongest c¢f all 1living
creatures, for I can wake people up frcm the deepest of sleep. I
can perform many swcnders, even tc the awakening of the dead if I
so desire. I am the god that summons the sun back tc the e€arth
with my great vcice, the quard and summcner of light,? replied
the ccock.

After this speech there was a silence amcngst the animals. At
last the tortoise spoke, 'lLet there ke a contest fixed between
these two and we can then judge whe is the strongest creature on
earth.!

The idea met with the general appicval cf the <company. The
elephant and the cock were equally agreeakle to the tcrtcise's
suggestion, and the ccntest was fixed to take place in a few
days' time.

On the appointed day all the animals assembled in the forest
for the trial of strength between the twc. First came the turr cf
the elephant. A large and dense track cf forest had be selected
by the Animals' Council, and with a great bellow the elepkant
charged down cn the spot. Scen clcuds cf earth and laterite were
rising in the air, and the elephant was completely hidden frcm
the onlcokers. Trees, tranches and stcnes rcse high above the
dust clouds, and there was a terrikbtle ncise cf splintering wccd.
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Now is so happened that the BAnimals' Ccuncil had selected a
secticn of the forest that was infested with thousands and
thousands of insects. And as the elephant smashed his way
through the forest, these insects, 1in great fear of their lives,
hurriedly settled on his body, it teing the securest place cf
refuge. So as the elephant went on, his body became covered with
thousands wupon thousands of insects, until they ccmpletely
weighed him down with their great numbers. In his great fury and
concentration on the contest, and because o¢f the clcuds of dust
that arose on all sides of him, he did nct see them, but he felt

his bedy growing heavier and heavier. At last tired out and
exhausted, and weighed down by his great weight, the elephant
gave up smashing this track through the fcrest, and thrcwing

himself down on the grcund, he was sccn fast asleep. The cock
had been watching the elephant all this while, and when at last
he saw his riveal fall asleep, he came up and perched on his kcdy,
and began to peck the insects off cne ore and devour them. He did
not eat them all, however, for directly the 1insects found the
elephant had fallen, they made haste tc return to their smashed
and broken homes to inspect the damage caused Ly the great
animal. While the elephant slerpt on, the cock went on pecking,
slowly picking o¢ff and eating what insects remained, until at
last the elephant's body was ccnpletely clear=2d of them. In fact,
the elephant had never been so free c¢f insects in his 1life
before.

At long last, he awoke tc find himself surrcunded by laughing
and jeering animals, and his track unfinished. Perched cn his
back stood the ccck, and the elephant felt him pecking at his
back. He got up quickly and as he did so, he was amazed tc find
his body so very 1light. The elephant did nct stop tc inspect
further, for a great fear had seized him kecause he cculd feel
the pecks of the cock all over his body, and his 1lightness at
once led him tc believe that he was keing slowly €aten away by
the cock.

With a great bellow of fear he smashed his way intc the
forest, shouting that he had no wish tc remain and be eaten bty a
cock, and that in future he would not participate in any mcre
contests that were not fairly conducted. Thus ended the trial cf
strength between the elerhant and the cccke.

Since that day, the elephant has kept himself tc the depths cf
the forest and tush, and far frcm the scund cf crowing cccks. As
for the cock, he was not proclaimed by the Animals' Ccuncil tc ke
'the strongest creature on earth?, but his ccnceit never left
him, and ever since that +time all cocks have 1locked wupon
themselves as creatures of great importance and power.
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Can you think why tke <Council of Arnimels decided tc have a
meeting?

Why do you think the cock needed tc prove that "he was the
strongest of all animals"?

How many reasons can you give that would explain why the
elephant never considered anyone <cculd be strconger than

himself?

If the Council of Animals had not chosen a secticn of the
forest infested with insects, how dc you think the ccck cculd
have won the ccmpetiticn?

What reasons do you think caused some <c¢f the animals tc be
amused and others tc be anncyed at the <cock's annocuncement
that he was the strongest of all animals?

What did the cock mean when he said "I am the god that summons
the sun back tc the earth"?

Do you think the elephant was right in suggesting that the
ccentest was not fairly conducted?

What would have been a fair contest between a cock and an
elephant?

Why do you think the Council cf Animals never proclaimed the
cock 'the strcngest creature on earth'?

What creature would you prcclaim tc be the strcngest or the
most powerful? Give as many reasons as you can for ycur
choice.
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V. POST-READING ACTIVITIES

——— e —————— - - ————

The chart below lists the major elements fcund in a story
Fill in the chart using the story ycu have just read.

Then think of a story you would like to write, In the (L)
line, use all the elements, but when ycu write your story you may
wish to change the order of the elements. Fer instance, the
Villian could ccme at the beginning and the Hero at the end, or
the Problem befcre the Setting.

Read your stery tc the class or display it on the notice board
with cther stories.

CHARACTEES SETTING PLOT
HERO/ VILLAIN CTHERS PLACE/ PRCBLEM GOAL CUTCCME
HERCINE WEATHER
=t
Hare Elephant Higpc An Nc To win Bumor

Island privacy resgect




B. The Newspaper Interview
Study some newspaper articles to see how they
make them eye-catching and interesting reading.

In pairs, discuss what you think should be
newspaper article,

A is a reporter for a newspaper.

B is a character who has been affected in

161

are written to

included in a

scme way by the

incidents described in the story which you have just read,

Hen

Mrs. Elephant
Tortoise
Insect

Mr. Spider

As the reporter, prepare questions which will enakle ycu to

write an interesting article fcr your newspaper.

As the interviewed animal, imagine the

situaticn as it

affected you, perscnally. Answer the questions honestly.

-How long have you lived here?

-How did you hear about the Great Competiticn?
-How were you affected personally?

-Wheo did you wish to win?

-Do you think the competiticn shculd be held annually?

Together, write ycur newspaper report.



C. Sentence Expansicn

Use phrases c¢r grcugs of words tc expand

sentences.

The cock contradicted the elephant.
The boastful ccck suddenly Jjumped up and

contradicted the large ungainly elerphant.

1. The elephant arose and sgcke.
the elephant arcse

—— e o —— v o = — o —

2. The cock stccd up.

in
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the follcwing
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D. Similies

When you want to describe something cr scmebody, you cften
compare to scmething else.

Complete these sentences by adding words of ccmparisons that
are fresh and new.

The elephant was as kig as a mountain.

1« The cock sounded like

—————— ——— ———————————— —————————— o ————
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Using <characters and situaticns frcm the stcries you have
read, invent ycur cwn ccmparisons.



E.

Story Starters

Complete these tcpic sentences.
Choose one to start your cwn story

Elephants are conspicuous except when they are with

24

3.

5.

Tortoises are slow except when

= — = o o

I am generous e€xcept when

I am brave except when

I enjoy ccmpetitions except when

I like to laugh except when

194
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A. TELL IT

e R

B.

SPOIL ITp= |C. CORRECT IT

1.

2e

3.

In groups of three, A tells a short, clear summary of the
story he has just read to his friends E and C.

When A is finished B retells the same stcry but changes the
order, words, and characters.

When B has ccmpleted his versicn of the story, C corrects
B's versicn and tries to make it similar to A's versicr.

A. WRITE IT

N

B. RUIN IT }— [C. CORRECT IT

Everyone in the <c¢lass will write down his summary of the

2.

story. Be sure tc make the sentences clear and concise, and
include a beginning, middle and end tc the stcry. Then pass
your story tc your neighbcur cn ycur right.

With the new summary before you, rewrite it removing wucrds
and adding your cwn words. These may bte made-up wcrds
words in ancther language, <¢r Jjust the beginning of the
correct word. Underline each word you have <changed and

number them frcm 1 to 10.

Pass this summary tc your neighbcur cn ycur right.

With the new summary (frem your neighkcur con ycur left) try
and find the ccrrect werds fcr which he/she has underlined

Return the summaries to their original authors. Ccmpare it
to the orginal. How correct were the new summaries tc the
original?
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Now translate your

——— - ———— ——

Use the fcllowing phrases in ycur cwn sentences.

laughing scftly tc himself

—————————— ———— —————— —— ————— ———————————— ————— ————————

—————— - ——— ————

——— —— ————— — — o ————

— — —— e

laughed lcudly

— e e o e e

thoroughly enjoying himself

e o - — = —

—————————————— ———————

show their varicus meanings.

sentences into gestures and

196

acticns which
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The aim of integrating drama into any subject is to help
children to gain a further understanding c¢f themselves and the
world in which they live. Dramatic activities may grcw cut cf
most study-units in social studies. As Ruth Eeall Heinig
suggests:

Through creative drama children can pretend to be the
people and things they find interesting and
significant. They can relive the experiences of others,
of the wvarious people that inhakit their...social-
studies bccks...They can experiment with =societal
roles, and in the process, identify and empathize with
other, 1learning of their ccncerns, ccnfronting their
problems, and experiencing their successes as well as
failures.+*o©

Drama, as a part of the Social Studies prcgramme, can become a
useful learning tcol. It can use elements of cther subjects, such

as folklore, poetry, prcverbs, history, music and art, etc., to

make the learning experience even more relevant to the class.



1.

2.

3.

4.

5e
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All of us have families. We usually have tc live withk cur
families whether we want tc or nct. Scmetimes living with
the same people, every day, beccmes difficult. #What makes
it difficult? Why dc we sometimes get impatient with the
people we live with every day?

In every family there is the cldest and the ycungest. What
responsibilities are you given in your family? Is it
because ycu are the oldest or youngest? Do ycu think this
is fair? Descrite scme of the things ycu have to do in
your family.

Everyone is different. Nc twc pecple are the same. Each
person has his own opinicns and needs. 1In a family, is it
easier or mcre difficult tc understand your brother's or
sister's differences? When ycu want to do womething
different, how does your family react? Dc ycu thirnk it
would te hetter if every member cf your family behaved and
thought in the same way?

What is a neighbour? Everyone has neightcurs. Cities have
neightouring towns. Villages have neighbcuring communities.
Ccmmunities are made up of neighbcuring people, whco live in
houses. Fach house has a neighbour, whether it 1is a few
metres or several kilcmetres away. Whc are your neighbours?
Who are your city or town neighbcurs? Who are Nigeria's
neighbours? Whc is your neighbecur in the classroom?

Sometimes we choose our neighbours, but cften we nust
accept them. Scmetimes we may beccme very good friends with
our neighbours and at other times were hardly know their
names., Why do you think this might be so? What happens when
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neighbours dc not talk to esach other?

Sometimes neighbcurs arque and fight with cne another.
(Ccuntries, towns, villages, families) They dc nct talk to
each other and cften go cut cf their way to make 1life
uncomfortable for each other. Feuds can lead tc wars. What
situations can you think of that cause neighbcurs to argue?
Can you describe a feud you kncw about in your tcwn,
ccemmunity, neighbourhocd or school?

C. Respect:

7.

8.

What is repect? When we live with many people at home, at
work cr at schocl it is scmetimes difficult to understand
that not everyone can do the same thing. Scme pecple wcrk
faster and scme slcwer than cthers. Some are better
sgortsmen than others. Some prefer to ke alcne, while
others enjcy the <ccmpany cf many gecple arcund them. Are
there activities that you 1like to do and your friends
don't? Describe the activity ycu can dc best. Why dc you
think you can do it so well?

We all kncw that scme people (an even scme ccuntries)
because they are taller, bigger, strcnger, or clder, think
they have the right to make those who are shcerter, smaller,
weaker, or younger, dc things for them. They appear nct to
have any feelings cf respect for thcse 'below' them. What
makes a person like that behave in such an wurthinking
manner? Can you describe a situaticn where someone has
'bullied' you intc doing something you didn't wart tc dc.
Why couldn®t you refuse tc dec it?

Scmetimes people assume that others will do a jcl cr give
them something because that has always been the case. They
take for granted the other perscn's willingness cr
acceptance of the jocb. When that rperson refuses to do the
job, they are surprised and angry. Can ycu think c¢f a
situation where scmecne said to ycu: Why not? You have
always done it? What feelings dc you have when scmecne
takes advantage cf ycu? What ways <can you think of that
would help the other perscn tc understand your feelings or
point of view? Is there a way which would nct 1lead tc an

argument cr feud?
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10. Many schools, clubs, communities and ccuntries Lcld
competiticns. What kinds cf ccntests are held in your area?

11. What feelings are aroused during a contest? Why dc¢ ycu
think some people are upset when they lose a competition?
What gcecd qualities dc ccntests arcuse?

12 Some of the games we play with our friends (cards,
marbles, skipping, hand-clapping), are competitive. What
kinds of games can you think of where there is nc winner or
loser? Are they still as much fun tc play? Why?



a.

B.

C.

Draw a detailed map of ycur neighbourhcod.

Use one cclour for the houses of your gocd friends.

Use another cclour fcr those neighbcurs ycu may have spoken
tc, but are nct really your friends.

Use a third cclour for thcse neighbcurs tc whom you have never
sgpcken, cr with whom you have had a disagreement.

Do we always live clcse tc cur best friends?

The Zgo:

Draw a map of an imaginary zoc, cr a zoo that you have
visited.

Why are animals of different types kept arpart?

What sort of animals 1live together in +the same cages cor
enclosures? Why?

Qur Town:

Choose seven different occupaticns that people have in your
town: taxi-driver, dcctor, trader, weaver, teacher, etc.
With your partner, discuss hcw they helfp each cther: taxi-
driver-doctor; doctor-trader; trader-weaver; weaver-teacher;
teacher-taxi-driver, etc.

How do they show their respect for each others' vccaticns,
lives?

Hcld a town meeting. Elect a Chief and his Counsellors.
Chcose a problem that needs to be sclved. Discuss it with the
Chief.
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Choose a village or town near yocur schcol to study.

Is there a story about the histcry of the village or tcwn?
Where did the town gets its name? Why did the town grow?
Was it because the farmland was gocd, or it is on the kanks
of a river? LCoes it have a special craft?

Divide the class 1into small groups. Fach group will find
the answers to cne of the above questicns.

Let them present their findings tc the class by writing a
newspaper article.

When many small towns are near to each other, one tcwn
usually beccmes a central market fcr the whole area.

Let the class list as many different occupaticns, services
and types of goods available in a market.

In small groups, make a ccllage of pictures and words that
describe each cccupation.

The following pcem describes many cf the people who work in
a market., Let different children take different parts and
decide how they might dress, walk, and advertise their
services.

Ask the children to imagine that they are twenty jears
older and that these are their occupations in life.
Rearrange the desks in the classrcom for the market and
"act-out" a scene.

Select an exciting climax and play it cut.



Fcodseller:

Trader:

Farmer:

Tailor:

Lerry Driver:

Write your c¢wn poems about other occupations (e€.g.

worker, dyer,

IHE MARKET

Peppers, mangoes, yams and corn,
Red and yellow, green and brown,
I sell fruits and vegataktles,

Tc all the people in the tcwn.

lLamps, and pots, and kasins and clcth,

From Lagcs o1 'cross the sea,
If you want them for ycur hcme
Ycu only need tc come tc me.

I grow corn and yams con my farm,
I keep goats and cattle toc,
Some to eat and some toc Kkeep,
And scme tc sell tc you, and you.

Dc you want a shirt or trousers?
Dc you want a dress cr gcwn?

I cut, measure, stitch and sew,
For all the people in this tcwn.

I Know how to drive my lorry
And hcw to lcck after it well.
I help bring things tc market,
Fcr pecple to buy and sell.*t

weaver, policeman, €tcC.).
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leather



IV. POSTI-LESSCN DISCUSSICN CUESTICNS

2C4

1. How do communities keep law and crder?

2. Why dces scme neighbouring town beccome jealous of ancther?

3. How dc neighbouring tcwns ccmmunicate with each other?

4, What modes of travel exist tetween towns?

5. How do towns finance the building cf roads or the cost cof

medicines in the dispensary?

6« Who is the head cf yocur family, ycur school, your tcwn,

your country?

7. How can neighbcuring tcwns encourage communication between
each other, so that feuds don't break cut?

V. POST-LESSCN ACTIVITIES

In pairs, telephcne each cther
just completed.

B. Letter Writing:

Write a letter your test friend,
you have taken to your neighbouring

Date:

Dear,

e e e o i e e e e e e

Your gocd friend,

and compare journeys you have

describing an imaginary trip
town.
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C. Story Board:

In small grocups of three or four, <create and make a story board.
Use skill-testing questions about your neightourhocd, the pcerle
who have stores cr work tc make it ccmfcrtable for us.

For example: Who sell us madras?
Answer cn the tack of the card: the clcth merchant
Move 4 steps, if the answer is correct.

Questions may ke made for

chemist fcstmaster street cleaner
doctor Fcliceman washerman

friest traffic warden fbanker

minister lawyer petrcl attendant
fireman judge newspaper repcrter

Make a game <¢n a large sheet of paper wusing snakes and
ladders, or streets and roads with bridges, railway crossings,

etc. and diagrams or drawings along the route which may hinder cr
aid the traveller.

Play the game with ycur friends.
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D. Sensory Percertion:

Write what ycu think ycu would see, hear, touch, smell and
taste in the follcwing locations. In each space write twoc things

PLACE SEE HEAR TCUCH SMEIL TASTE

A market angry chopping raffia cccking hct

trader meat mats palm-0il | groundnuts
red sharpening| smccth { fresh juicy

PEEpPers knives clcth gari oranges

Motcrpark

Clinic

Police

Station

Mechanic's
Workshop

Palm-wine
Bar

Now choose ¢cne place and describe what wculd happen if it
should start tc rain! Use all the descripticns ycu have given
above.,
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E. The New Ccntest:

You are to be the referee for a new contest Letween two pecple cr
two teans. Describe the eguipmert needed, the number of
contestants, the rules, and the prize.

Equipment: (Ropes, balls, cards, paper, pencils, hammers, etc?)

Rules:
Number of players:
BEach contestant must 1.
2.

3.
4.

Length of time:
The contest will be held at/ in/ cn/: !

The winner will te the one who:

If nobody wins:

Now try your new game with your class cr friends.
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(iii) Drama and Art

As well as teaching artistic skills, the visual arts can
effectively ke used to teach ncn-art concepts. For example, it
can be used to illustrate scientific phenomena, extend and use
the language_ arts, as well as enccurage research into the
histcrical paét. These sulkjects may be made more relevant when
infused with dramatic activities. An isclated experience in an
art class, supplemented by drama may makeé the learning experience
a vital part of the child's life. Histcry, science, «creative
expression, etc., become as important as the artistic skills

being taught.
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Paper masks (used tc demonstrate that shadows are «cast by an
opaque body cbstructing the 1light rays.)

I. PRE-LESSON DISCUSSICN QUESTIICNS

A.

Be

1.

3.

Shadows

What is a shadow? When do shadcws appear? Where is your
shadow attached to your body? When is it difficult tc see
our shadows? Can we se€e shadows at night?

What feelings do we have when we see shadows moving, and
cannot see the objects or forms which make them? Can ycu
tell the class about scme shadcws ycu have seen?

When shadows are cast on moving objects, what happens? Do
they keep the same shapes? What dc shadcws on moving water
lock like? How do we feel when we see them?

Can we make different shadows with cur bodies? Can we show
different expressions or emotions c¢n cur faces Ly casting
different shadcws cn them?
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IT. PRE-LESSON ACTIVITIES

—— s ——————— ————————— ——

A. Experiment with Shadows

Go outside and nctice where your <shadow is attached tc ycur
body.

Stand in a circle and look at where your shadcws 1lie. What
causes the directicn of the shadows, nct matter where you
stand?

In the classrocm, find the light scurce and make shadows with
ycur hands against a wall., What shapes and forms can ycu
create?

Take a torch 1light and shine it from different directicns cn
your friend's face: abcve, below, ficm one side, etc.

What expressions do you see? Make a list of all the emotions
that shadows created.

Change Ycur Identity

What is a Mask?

Using your fingers create different masks for your face.

What other cbjects or materials can we use to change our
identity. (Glasses, moustaches, beards, eye-patches, hair,
etc.)

Nigerian Masks

When do Nigerians use masks?

What are masks in Nigeria made frcm?

Find pictures or photographs ¢f wmasks, research why and when
they are used.

Make a class ccllage cr display of masks.
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Fcld a sheet of paper, plain or newsprint, in half and then
in guarters.

Open it out flat and cut slashes 1in it at the points where
the eyes, nose and mouth might be.

Hold the <sheet of paper up against ycur face so that the
eyelids, nocse and lips open ocut.

How many cther ways can you cut out mask features.

Decorate your mask and attach string cn the sides.

IV. POST-LESSON DISCUSSION QUESIIONS

1.

What feelings do we have when we see masqueraders?

Why do we use masks in our festivals?

What activities usually accompany masqueraders? (music,
dancing.)

Describe the funniest, most terrifying, largest, smallest,

most beautiful or ugliest mask ycu have ever seen?
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POST-LESSCN ACTIVITIES

In a darkened rcom, shine a torchlight through the pafper masks
towards the walls.

Is the shadow different from the mask's shape?

Why?

Move the masks closer and farther from the light scurce. Hcw
does the shape change? Why?

The Interview

In pairs, ccnduct an interview.

Let A wear his mask. He is now another perscn.

B the interviewer, asks A questicns abcut his new self.

What is his name, occupation, marital status.

Where does he 1live? Hcw dces he get tc wcrk?

What are his favorite focds, hobbies, etc.

Build a perscnality, through the questions asked and answers
given.

Reverse roles.

Write up your findings abcut the perscr ycu have interviewed.
Find some aspect abcut his personality, or an experience he
has described tc make your article interesting.
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As a class, decide why you might hold a festival cor fperfcrm a
ritual.

Chose a 'priest', who will lead the festivities.

Build up your story to dramatize it

Where will ycu be?

What will yocu need?

Whec are the participants?

Why are you perferming the ritual/festival?

When these questions have been decided and agreed upcn by the
whole class, put cn your masks and play cut your story.

Make a Class Mckile

Remove the face-supporting strings frcm your masks.

Attach different 1length strings frcm the centre-top of your
maske.

Hang them frcm the ceiling of your class room, letting scme
masks hang frcm otker masks. Use only one area of the
classrocm.

Create a mokile which will gently mcve in a breeze forming
different shadcws on the surrcunding walls.



(iv) Drama angd Music

Music 1is an excellent activity tc encourage successful
individual and group expression. It <can help develcp skills and
concepts which are necessary for reading and 1language arts, as
well as science, mathematics and general learning <kills. As
previcusly discussed, it stimulates creativity and imeginaticn
and, when integrated with drama, may motivate cther activities as
well., Dance movement and its accompanying physical ccntrcl may be
used as the physical expression c¢f an original class composition
or tune., Dramatizations of a traditional song will <cffer
opportunities for <children to express themselves physically,
socially, 1intellectually and emotionally. When drama and music
are integrated, the learning becomes a whcle experience, nct

separate items which aprear to be unrelated tc each cther.
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STUDY UNIT

Can you recall a situaticn in which a friend of yours won
or received something you had long wished for and could nct
have? What feelings were aroused in ycu?

How might you try to make a jealous friend feel ‘tLetter
about a situation in which yocu received a 1larger prize or
where you happened to have scmething your friend also
wanted?

GratefulnessyGratitude

4,

6o

Why do you think scme parents will do anything for, «c¢r buy
and give their children whatever they want? What kinds of
attitudes dc¢ you think this will -encourage in their
children?

Why do you think some children cry or throw tantrums when
they dcn't get what they want? What ways can you think of
to make them beccme grateful for what they have?

Wwhat do you think or feel abcut the fcllowing maxims or
proverbs:

Do too much for a ©perscn and he will dc nothing for
himself.

Do unto others as you wculd have them do unto you.

He who does nct know when rain began to beat him, may nct
know who gave hin fire to warm himself.

Salutation is a dektt paid cn the sgct.



II. PRE-LESSCN ACTIVITIES

A. Folktales and Eclkscrgs

Many folktales and folksongs are tcld and sung toc explain why
people cor animals behave and lock the way they do. For instance,
"Why Mosquitoes Buzz in Peofple's Ears" «c¢r "Why the Snail Carries
his Home on his Back.,"™ These "Just so" or "Pourquoi" stcories uere
created to explain natural pheromena c¢r personality and
behavioural traits. Some attempt to pass on the values that the
society is trying to develor.

young listeners
want something

Imagine you are an cld storyteller and your
have just asked ycu "Why dc scme feople always
somecne else has? Why are they never satisfied?”

Working in fpairs, <construct a story which would explicitly
tell your listeners why this is so. Choose ycur characters, their
setting and outline the plot in the chart below before you begin.

The river
bed

CHARACTERS SETTING ELCT
Hero/ Villain Others Flace/ Prcklem Gecal Cutcoms
Heroine Weather
Bullfrog Snake Duck The dry Hunger Fcod Tragedy
season Greed Safety

Tell your "Just So Story" tc your class.

Play cut the story with the help of your classmates.




B. Fair Punishments

Each family

In groups of three or four,
children should ke punished.

has different ways
their children for miskehavicur.

compile

of punishing or disciplining

a list cf ways you think

Call your list "Fair Punishments for Children."

Violation

Punishment

Forgetting to dc¢ scmething

Telling tales about your
brothers cr sisters
Borrowing something
withcut asking

Coming hcme late

Getting wet because

ycu forgot your raincoat
Losing ycur sligpers

Not greeting your elders
correctly

Being ungrateful for

what you have
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In groups of four or five students, take pencils and paper and
make a 'Scundscape.!

Walk around the schocl ccmpound and record all the scunds you
hear. (laughter, singing, clapping, door slam, truck passing,
airplane overhead, water tap running, chalk cn the board,
walking feet, etc. etc.)

Return to the classrcom and on 1large sheets of paper descrite
the sounds you beard using letters, words, diagrams and
cclours to describe them. Make a "map" or musical score of
these sounds.

Practice duplicating these sounds and ccmpose a "scundscape"
for your classmates.

The Dakarkari

The Dakarkari people live in ncrthern Nigeria.
Research this ethnic group.
Where do they live?
What kinds of houses do they live in?
What kinds of cccupaticns have they dc?
What foods do they eat?
What kinds cf clothes dc they wear? Dc they weave, dye,
decorate them?
What do their hocusehcld utensils lcck like?
Do they have tklacksmiths, potters, weavers, fishermen,
farmers, etc. in their communities?
How far away are they? How <could you visit a Dakarkari
community.
Display and share your findings with your classmates.
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Kebe Nam Vaniri - Give me my knife!

Kebe me kelte me

Kebe nam vaniri

Wen nemu vani ne
Amazun yan nem ke me
Yem nem ke amazu
Genkum ku ni sin nu
Wen ner me gankum ni
Amibu yan nem be me
Yem rem te amibu
Rigudun dem nesin me
Wen ner mu rigudun ni
Ayan ne sim bemk chenm
Banduk rigum yak te
Wepterue dingurum ka
Dingunum ka dingurum.

Translation:

This is the stcry cf a tcy who was rever happy with what he
had, but always wanted something tetter., His mother gave him a
nut to eat, tut when he met a fisherman, he exchanged it for a
fish. When he met a blacksmith, he exchanged the fish fcr a
knife. Then he met scme farmers abcut tc harvest their corn.
They asked him feor the knife, and promised him scme cf the
corn that they would cut with it. But the knife wasn't strcng,
and it brcke as scon as the farmers started to use it. So the
boy was left with nothing, and tecause he was hungry and had
been foolish, he started to cry and sing:

Give it to me, give it tc me!
Give me tack my knife!

Who gave me the knife?

The blacksmith gave it to me!
What did I give the blacksmith?
The fish that was given tc me!
Who gave me the fish?

The fisherman gave it tc me!
What did I give the fisherman?
The shea-nut that was given tc me!
Who have me the shea-nut?

My mother gave it tc ne

For me to eat!4s
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BOST-LESSQN DISCUSSION QUESTIONS

1. Why did the boy begin to cry?
2. Describe the peorle that the bcy met?
3. Who broke the knife?

4, Do you think this scng teaches us a lesscn?
What is it?

Choose a character frem the song you have just learnt.

(Each class member should describe the clothing, imrlements,
and characteristics of the person he has chcsen)

Show your impersonaticn tc the class and let the class guess
what character you are playing.

How original can you make your character?

Mcnologue

Choose a character from the scng you have just learnt.

Write a monologue. Use first person; in other wecrds, be that
person., Tell what you think of the situation and the little
boy you nmet.

Read it to the class.

Let the class gqguess whc ycu are.



C.

Music Story

With simple instruments and scunds made with vcices, retell
the story of the song "Give me my knife!"

First make a 'soundscape' cn paper cf all the places the boy
travelled to meet the other characters, and what types cf
sounds he would have heard, or would indicate where he wuas.
(River, farm, path, willage, home, etc.)

Present it tc ycur class.

Illustrate the Song

Divide the song into three or four impcrtant episcdes.
Illustrate each episcde, use ycur research.

Give each illustration a title.

Make a display cf the illustraticns c¢r use them when you sing
yocur song in Dakarkari to a younger class.

Improvise the Scng

This song can be simply retold with acticn and imprcvised
dialogue.

Or the children can improvise what happened before the
story/song began. Why did his mcther give him a shea-nut. Or
what happencd after he started to cry at the end?. Discuss
all the possibilities and see whether the boy learnt his
lesson., What did he tell his mcther?

Prcduce the play "Give me my knife!"™ (See Arppendix C).
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In Nigeria the Schocl Assembly is a reqular part cof the weekly
programme. Sometimes it Dbecomes a gathering where the children
receive announcements from the +teachers. The school Assembly,
however can offer many opportunities for both teachers and
children., It can become a time when classes meet tc share ideas
which have grcwn frcm grcur exfploraticns, discussions and
evaluations. A class which has developed a prcject thrcugh group
or individual research, opinicns, decisicns, improvisations, and
thereby has created an experience which they wish to share with
other classes, should be encouraged to dc sc. The presentaticn cf
such a project should remain improvised. It will nct be necessary
to script and memorize lines if the project has become part cf
the children's experience. All members of the class may take
part, whether by playing instruments, singing a group ccmpcsed
song, making scund effects cr playing cut a stery or situation.
Whatever the class chooses to present to the school assembly will
be unique to themselves. Ccstumes, =scenery, and properties
should be kept to a minimum. It should not become a prcducticn,
or the =embellishments wmay become mcre important than the

experience of sharing their ideas with their school-mates.



The motivation for using drama in cther subjects in the
curriculum exists where teachers understand and afppreciate that
drama is a "two-way prccess." Tcm Stabler in Drama in the Primary

School states:

It is...inpcrtant to stress the s2ffectiveness of a two-

way process where drama feeding cther curricular

activities strengthens <children's ccrmitment, belief

and willingness tc werk constructively and sensibly in

discussion or dramatic interaction. In cther words, the

links between drama and its wider <curriculum cutccmes

can be dynamic ard not merely a passive means to

convenient fcllow-up activities.*s
For example, 1if drama is used in a mathematics class, the drama
skills must be 1introduced before situaticns are presented to
"play-out" practically scenes involving mathematical skills. 2
student can understand a math ccncept c¢r skill better when he can
experiment and display his knowledge in a concrete waye. The
experience may, however, be lcst if proper preparation has not
been laid. Situations cf buying, selling, weighing, measuring,
etc. may be created only when the children agree tc work tcgether

collectively and thereby ccontribute tc the solution of the

problenm.

Games and exercises which c¢ffer children opportunities to
learn by dcing are a pre-requisite to any dintroducticn cf drama
in the curriculum. The concentration and aprropriate attitude of
each member of the <class 1s necessary. Many factors which

contribute to productive drama experiences in the curriculum can



be introduced, exercised and developed. (See Appendix B.)

The Governnent of Nigeria 1is ccmmitted to the princigples
previously outlined. Therefcre, it is hcped that the government
will consider drama as an important element in the educaticr cf
their youth. As well, it is hoped that each school sommunity will
alsc support opportunities for aesthetic experiences cutside of
school hours, In the focllcwing chapter, a fpropcsal for
incorporting dramastheatre experiences in the schcel gymnasium,

on the playground, or in the market square will be presented.
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Chapter VIII

EDUCATIVE THEATRE: AN ADDITICNAL FCCUS IN NIGERIR2

The integration of drama intc the schccl programme in Nigeria
was discussed 1in the previous chapter. In this «ccncluding
chapter, the brocadest ccncept of Nigerian children's theatre,
which grows out of the previously discussed alternative theatre
forms, will be elaborated. This new concept entitled "educative
theatre" will be defined and a prcjected plan fcr implementation,
offering additional aesthetic experiences for children and ycurng

people in Nigeria, will be presented.

Fducative theatre refers to a drama/theatre event, fresented
for an audience of children and ycung pecple by adults. Its
characteristic formal device, and an inncovation feor Nigerian
children's theatre, is the use of "walket-puppets." To this end,
educative theatre emplcys many of the techniques and principles
of both drama and theatre, thus providing a viable theatre

experience for Nigerian children.

It is proposed that an educative theatre ccmpany specializing
in schocl-oriented perfcrmances can e€xist in Nigeria today using

the resources available., Although private theatre trcupes and
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State ownad and cperated cultural centres, with their resident
performing ccmpanies, do exist in Nigeria today, no theatrical
groups have specifically defined rcles in educaticn. Scme
institutions, fcr example the National Theatre in Lagos, a
Cultural Divisicn of the Federal Ministry of Youth, Sports and
Culture, do present plays for children. These are rare events
which only scmetimes cater expressly fcr schcols and the young of
the community. An educative theatre ccompany may be formed frcm
within any Department of Drama/Theatre in the Federal Univerities
ctf Nigeria. These departments all have writers, technical
facilities and many willing student-actors #who need theatrical

experiences.

It is further proposed that companies use "walket-puppets" as
their body of stock-characters for a relevant indigenous theatre
for ycung people in Nigeria. "Walket-puppet™ is a term the writer
created to describe a large human-size fpuppet manipulated by a
visible pupreteer, dressed and hooded in black.! The puppets are
attached to the puppeteer's 1legs and while his one band
manipulates the head and mcuth, the cther becomes the puppet's
left ¢cr right arm and hand. These puppets have a sincerity,
simplicity and vitality which has proved tc be very infectious.?
Yet, it is legitimate to ask, "What can walket-puppets do that a
talented Nigerian actor cannot do?" It has been «cltserved ttat,
because the aundience kncws that the purpets are not "real," there
is a free projection of feelings and desires. Young, shy children

will readily speak and react tc a puppet, whereas a real actor
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may be intimidating. The puppets seem to Lke completely urihikited
creatures and therefore the child may speak to them and nct be
rebuffed. The focus of attenticn is on the purpet and not on the
actor contrclling it. As well, the puppet is distinct frcm the
actor-puppeteer whc performs with complete fresedom from the image

of the performance and character being manipualted.

This distinction is an important asrpect for Nigerian
performers. Spectators often cannct cr will not dissociate an
actor from the <character that is being rplayed. Thus, many

subjects and characterizaticns are difficult tc depict accurately
on the Nigerian stage. Actcrs and actresses find it awkward to
perfcrm unsympathetic or socially despised characters for this
reason. Consequently, it is the writer's belief that if walket-
puppets are used, the actor is able to remain independent cf the
association. As well, due to the precaricus business of theatre,
if an actor is unaltle to perform on a particular day, c¢r leaves
the company, another may easily f£ill his place since it is nct
the actor but the ©fpupret whc is the impcrtant element in the

programme.

Traditionally, a Nigerian masquerader is not named. The
masquerade, or the =spirit of the wmasquerade, is the cne
controlling the action of the figure. The human inside is
therefore subordinate; his identity unimpcrtant. This tradition
is likely tc work adversely in the event that public performances

of the material of educative theatre be dcne by humans wearing
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masks instead cf walket-puppets. The principal attracticn cf
these puppets is their distance frcm the performer. 1There is no
need for fear cr even respect. Children can talk tc, or hug, cor
hit a puppet where they would not dare approach a human "spirit-
movad" masquerader, The needed contact, then, 1is between the
spectator and the animated creature which, though retaining tkhe
cultural associationsg, is more akin tc a child's toy than a

traditicnal masquerade could ever be.

It is the writer's telief that the techniques discussed under
alternative theatre forms 1in Chapter IV constitute a cccd
philosophical and practical btase for educative theatre in
Nigeria. These techniques (1) wutilize the game apprcach, (2)
contain the elements cf ritual, (3) include audience
participaticn and, (4) use the audience experience as content for

some productions.

The first technique, the game agpprcach is a continuation and
extension of the dramatic expression seen in the play of ycung
children. As shown in Chapter V, imitative play is basic in the
training of African children. Imitative play involves the child
in unrestricted make-believe. The child extemporizes. In games,
though the <child may still be 1invclved in a make-believe
situation, there are set rules to which he has agreed and in
which he has allowed himself tc be ccntained. An impcrtant and
vcluntary tensicn is built and eventually released with the

outcome, The game-approcach in a drama/theatre situation involves
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a voluntary participation which may inccrporate many e€lements:
singing, dancing, mimetic acticn, imprcvised speech and mcvement,
imagination, analysis, synthesis and evaluation. It cffers an
emotional release and expressions which range from fear and ancer
to laughter and exhilarationr--all necessary emotions for healthy
development. Thus, this technique is fundamental to educative

theatre in Nigeria.

The seccnd technique used by alternative theatre fcrms which
contributes effectively to a relevant educative theatre for
Nigeria, is the use of ritual. BRitual is defined as a fcrm or
system of rites; a rite being a sclemn ceremcny or a particular
form or system of ceremonies.3 It may be assumed that rituals
usually involve the perfcrmance cf some religicns aspect of the
society. In the ccntext of a dramastheatre experience it is the
writer's belief that the special Ffprocedures used in a ceremony
are the elements which are relevant. As opportunities are given
to the spectator to jcin with the perfcrmer in reccgnizable and
relevant ritualistic events, the dual recuirements cf theatre and
ritual--entertainment and the power tc produce a desired
effect--may evolve. In cther words, as spectators recognize,
consciously or unccnsciously, the elements of the entertainment,
and are not relegated to the sidelines tut encouraged tc partake,
their attendance will nct cnly benefit the performance but the

performance will benefit frcm their participation.

The third technique used by an alternative theatre ccmpany
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which can beneficially Le adapted tc an educative theatre 1in
Nigeria, 1is the role of the spectator upcn the Fprcduct and its
eventual outcone, Oppcrtunities to display cne's anger, pity,
disgust, or pleasure and agreement are rare in formalized Western
theatre. Yet in Nigeria, the average audience memker will react
spontaneously tc the action seen in the fcrmal theatre setting.
Comments, advice to the actors, laughter, compassicons oOr even
boredcm are cpenly verbalized. These reacticns may stem frcm the
audience menbers? experience of traditicnal festivals and
masquerades. Here vocal and physical ccmments on the events are
acceptable, They are encouraged and, very often, the event
depends on this participation. As well, at festivals cr fcrmal
theatre productions, the members of the Nigerian audience believe
they have no cbligation +to be respectful to the performers,
especially if =scmething goes wrong. They have come tc be
entertained and therefore will not hesitate tc laugh or comment

when so inclined.

The alternative theatre technique which advocates and
encourages the audience to express their cpinicns c¢n the acticn
and its eventual cutcome, has been successfully attempted in 1$78
in a formal theatre production in Nigeria. Femi Oscfisan, "the
leading playwright of the generation immediately fcllowing (Wcle)
Soyinka," has inccrporated such a situaticn into his play Cnce
Upon Four Rokbers.* In this play, Aafa, the storyteller, speaks

to the audience 1in an Epiloque, requesting their views and

opinions, in what could be a 1lengthy discussion, as to the



preferred ending for the play. When a majority decisicr 1is
reached, the actcrs rlay cut, mcstly in mime, one of two
rehearsed endingse. Thus, the audience's participation has

affected the play's cutcome.

In this type of alternative theatre, the technique being
advocated for an educative theatre in Nigeria was experienced by
the writer in Vvillach, Austria, where Augusto Bocal of Brazil
displayed his exciting methods at an Internaticnal wcrkshcp cn
"Drama in Education.”S The Bcal technique encourages the
spectators nct cnly to suggest an appropriate ending cr cutccnme
of a production, tut to physically take part. The spectator may
direct the actors and or perform a part himself, thus
experiencing his opinions or suggesticns concretely. In an
educative theatre perfcrrmance in Nigeria, the ycung audience
member can become involved in a decision-making experience which
includes his peers, and thus a feeling cf fellowship will ensue.
He can also extend his knowledge beycnd ordinary experience
through participaticn in a relevant cultural setting, while
assimilating, adapting and pessibly ccmpletely <changing his

views, within a controlled situaticn, riskless to himself.

The fourth technique wused by alternative theatre companies
which can effectively ccntribute tc educative theatre in Nigeria,
includes the use o0f the spectators! perscnal tackgrcund and
experience as the ccntent of the presentation. Thus, the

indigencus material offered by the spectator and participant will
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be used by the performers to create a viaktle presentaticn which
is culturally relevant. Each viewing member will understand and
appreciate the event since 1t is contained within his or her
sphere of experience. Western subjects, philcscphies and language
need nc lcnger be the "matter"®™ of presentaticns. Nigerian
culture--its beliefs, 1languages, artifacts and lore--can be the

nucleus of an €ducative theatre repertoire.
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DIAGRAM SHCOWING THE ELEKENIS CF AN
EDUCATIVE THEATRE FOR NIGERIA

DEAMA

IMPROVISATION ¢&——>

THEATRE

PLAY

A4
EDUCATIVE THEATRE

HALKET FUPEETS

T

v
PARTICIPATION

GAMES

USING é——> CEREMCNIES

BITUAL
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The ccnnecting link Ltetween the four techniques chosen is also
based on vital aspects of the religicus and social life cf
African society--the mask and the puppet. Masks play an important
and often essential role in rituals, ceremcnies and festivals.
The many types, such as animal masks, anthropomorphic masks and
those which perscnify powerful beings, are well-known in Nigeria.
They include 1ot only the facial <coverings, but costumes and
other adornments <c¢f the body. They ccntribute to the outward,
visible appearance of the embodiment which they represent, while
helping to focus the spectators! attenticn. A spectatcr cr
participant may feel awe cr fear towards the serious masgquerader,

who thus receives the traditional respect.

The puppet, on the cther hand, has been used in Nigerian
cultural history, both as a means tc relate 1its lore and to
depict its sccial norms. The Ibibio of South-Eastern Nigeria and
the Tiv of Central Nigeria have created ingenicus hinged and
jointed wooden puppets controlled through recds and strings by
hidden manipulatcrs. They perfeocrm elaborate and often comic and
profane scenes. These illustrate incorrect behavicur, mincrity
opinions, ignorant indigenes, cbncxicus fcreigners, simpletons or
fools, as well as other aspects of undesirakle behavicur in the
society. These didactic and yet entertaining performances are

well loved.

The use of the mask and the puppet in drama or theatre is as

0ld as the art itself. Their strength lies ir the akility tc hide
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behind an inanimate cbject and allow it tc speak for us. As Oscar
Wilde said,

Man is least himself when he talks in his own perscn.

Give hinm a mask, and he will tell the truth.®
Thus, it is the writer's conviction that the use of walket-
puppets is valid and apprcpriate. Tc use the puppets to transmit
the literary, theatrical and social traditions of the past and
present, will bLke acceptable since thkey are an amalgamatiocon of
recognizable styles. Walket-puppets combine visual and verkal
images into a fcrmat in which humour, pathos, symbolism,
stylization, etc., can be developsad thrcugh the <character-
figures. Emoticns, ideas or impressions which the viewers may
find embarassing, if depicted by human communicatcrs, would be

readily accepted when dcne by a masquerace-type puppet.

Furthermore, when a ccmpany of walket-puppets is formed, the
characters will remain consistent and familiar tc the viewers,
even thcugh the fpuppeteer may change. This is an important
element of ccmmunity or children's theatre. The familiar stock
characters, frcm the Commedia dell'Arte trcupes tc the mocdern
television serials, allow the audience a chance tc predict tte
character's acticn, and thus feel that he has scme power or
knowledge over the outcome. Even when the character behaves cr
reacts in an unsuspected manner, the viswer still remains

invelved since he can anticipate the outccre.

Based on the <e€lements cf the theatre forms and technigques
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described above, it 1is the writer's c¢pinicn that a dynanmic
theatre for the youth of Nigeria can be evolved which will
supplement the integration of drama in the curriculunm. Yet a
truly effective drama/theatre working rfrcgramme must reflect the

needs and goals o¢f the prcject in relaticn to the available

resources and 1its future participants. These will ©be outlined
under the follcwing sukject headings: (1) goals; (2) human and
physical resources; (3) content and source material; and

(4) producticn styles and venues.

The first facet of a projected pfprcgramme fcr a Nigerian
educative theatre is an outline of intended aims and gcals. Any
presentation must contain well-informed ©fpreparation with a clear
knowledge of the needs cf the participating children. The first
aim of this project is to supplement learning experiences thrcugh
drama/theatre outside the classrocn. It intends to offer
opportunities, both physical and psychclcgical, which will be
emotionally beneficial to the participants. It will attempt to
effectively visualize aspects of Nigerian cultural histcry which
will contribute to the understanding, afppreciation and cognition
of the participants. As well, it will explcre problems which
exist in the <ccmmunity and affect the sccial 1life of Nigerians.
Its overall goal is to effect an improvement in understanding and

attitudes.

With these aims in mind it is propcsed that an educative

theatre project be planned primarily fcr ycung children. When



242
productions are presented outdccrs, after schocl hcurs, many ages
of the community will assemble. Therefore, within these
situations, the project, though initially geared towards ycung
children, nust appreciate and inccripcrate the knowledge,

expertise and experience of all members of the community.

The second facet of a programme cf educative theatre in
Nigeria 1is to investigate and outline the human and physical
resources available. 2 major aim of this project is tc create a
situation where an instituticn of higher learning can assist the
primary educaticn institutions. The <ccoperation c¢f wuniversity
departments of drama/theatre will be scught. The obvious
advantage of a merger of "the town and gcwn," will be the sharing
of expenses, facilities and expertise. As well, university
students will gain experience through the learning experiences
offered to the young schocl child. It is therefore propcsed that
a department of drama/theatre use its student designers to build
and develop the walket-puppets utilizing the traditicnal ccstumes
and artifacts available. Creations may incorporate the talents of
young university students to use these indigencus materials {such
as the hand-woven, dyed, enmbrcidered or appligued textiles; the
raffia, 1leather, or teaded cloth), tc build the Lkcdies and
costumes of the purpets. Further, the playwrighting students, in
conjunction with drama-in-education students can research and
write proposals o¢r full scripts which are relevant tc the
particular ace grcup, language and needs cf the participants.

Directing students can be given ocpportunities to direct the
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actor-puppeteers, using the original material written or adapted
by their cclleagues. Actors and actresses can 1learn the
techniques involved in manipulating the walket-puppets, as well
as being given first-hand opportunities tc experience audience
participation. The actor-training invclved in ycung pecple’'s
theatre has been clearly cutlined by Brian Way in his informative
bock Audience Participation. Some of the qualities necessary are:

- a deep and indestructikle concentraticn and
absorpticn ktringing, amcng cther gqualities, a full
and total believability in the <characters Leing
portrayed and the stcry involving them;

- an acute and astute awareness of every mcment c¢f
every performance;

- a capacity for flexibility and adaptability, partly
tased on genuine fcrms of improvisaticn as opposed to
facile and clever ad-l1libbing;

- full vocal and physical ccntrcle...;

- a rich capacity for inventiveness and use cof
imagination, yet highly disciplined and responsive to
directicng

- a full-hearted readiness tc disccver and adjust cn a
perfecrmance tc performance basis,

- a strong trust in personal intuiticn, particularly
with audience participation.?

Student actors and actresses who have the cpportunity to learn
the necessary techniques for the educative theatre will find the
experience exhilarating and beneficial to any work in

professional theatre and television.

The human and physical resources available in a university
department cf drama/theatre will need alsc tc work in ccrjuncticn
with the school authorities and the Ministry cf Education on the
one hand, and the Ministry of Youth, Sports and Culture cn the

other, Teachers ané administratcrs interested in inviting an
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educative theatre company tc their schccls, can offer suggestions
for subjects or themes to be presented. FPreparation material for
the teachers of the viewing school children, and/cr an educaticn
supplement for fcllcw-up work can be prepared by the educative
theatre ccmpany 1leader and issued through +the Ministry cf
Education. Advice and assistance can be sought from the Ministry
of Youth, Srports and Culture for appropriate venues during the
year, or inclusicn at festivals 1in nearby communities. 1Thus,
costs and perscnnel will be minimal to any ocne bedy, yet the
important need to help each other gain the objectives will te

reached.

The third facet of a programme of educative theatre which must
be carefully ccnsidered 1is its content and the scurce of
materials for presentation. A relevant repertoire of material
must be produced upen which imprcvisaticn and audience
participation can ke built., In school prcductions, subjects can
be chosen frcm the curriculum. For example, folklcre, literature,
histcrical events, social and cultural themes, as well as

scientific and mathematical concepts can be analysed and

per formed within a clearly-defined dramatic concert. For
presentations within the community, social problems such as
beggars, armed robbery, vandalism, cr bribery could be

investigated. Health and hygiene, that 1is, the need to fcllcw
certain measures fcr the preventicn «cf disease; or simple
displays of voting procedures; or road safety; all are subjects

which can be included in a valid repertcire of educative theatre
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in Nigeria. Any of these topics can be contained within a fcrmat
that includes ttke use cf actcr-rurppeteers, musicians and a stcry-
teller. These introduce themselves to the assembled audience in
music and song. Drama/theatre games can be played to focus the
audiences's attenticn and to show how their participaticn will
enhance the production. The story, theme cr subject presented
will initiate spontaneous participation from this hcmogenecus
audience. The stcryteller and musicians will be in charge of
containing, as well as building the enthusiasm of the audience,
and assisting the actcr-puppeteers to' control any group

discussions, analyses, and suggesticns.

The fourth facet of a programme of educative theatre which
must be carefully ccnsidered is the chocice of producticn styles
and venues. In all cases the style will revolve arcund the
walket-puppets. Since the puppets are very cclourful and highly
animated, scenery and technical facilities will be minimal,
though it is 1important tc have a central fccus for e€ach
production. Because this form is highly stylized and unrealistic,
a full set cf properties and scenic €lements is unnecessary. The
colour and design of the ©puppets' ccstumes should suit the
audience's concepts of identity and ideas of sterectypes. The
puppets must also ccontain explicit characterizaticns with
appropriate physical and facial features. The 1list of walket-
puppet characters will be dependent con the repertoire, Ltut it is
suggested that a ccllecticn cf human and animal stcck characters

be created. Fcr example in the group of African walket-puppet
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characters the fcllowing are apprcpriate: a pclitician, a
market2er, a wealthy landlord, a lawyer cr a dcctor, a rcliceman,
a beggar or a layabout, a houseboy-steward, a ycung mele chkild
and a young female child, pocssibly twins. The fcllowing animal
characters are appropriate: a spider, a licn, a goat, a pig, a
turkey, a tortoise, a hyena, and a mcsquito. These would be tuilt
like humans with arimal features, to be used in the re-telling of
animal folk-tales and the new telling cf other tales. As the
repertoire of presentations builds, new characters can be created

and inccrporated.

The most useful and least problematic fcrmat for productions
with walket-puppets, in the writer'®s experience, is the half-
arena or semi-circular form cf open stage. Here, visibility and
control of the audience is at the coptimum. Because the actor-
puppeteer must attempt to remain behind their puppets as much as
possible, the circle, with its ccmmcn-to-all focus is
inadvisable. 1In the semi-circular form, the actcr-puppeteers can
still journey around the audiénce, yet their central focal peoint
remains consistent. Nevertheless, with experience and 1if the
audience numbers swell unexpectedly, the horseshoe shape or

thrust can be used.

Through an educative theatre precducticn, wusing the techniques
outlined, a fpositive yet enguiring presentation can be made. This
theatre form will serve the aesthetic, emcticnal and intellectual

needs of the African child, whether in the schocl ccmpound or in
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the ccmpany of his elders and peers. For participating university
students and the audience adults, the theatre presentaticn can ke
equally intense, because, as Dan Sullivan said, gocd children's
theatre brings out the child in man.® RAs producers and¢ actcrs,
the responsibility tc present a worthwhile and dynamic educative
theatre presentation is pcwerful and ultimately rewarding. Just
as each drama/theatre experience is unique, each perfcrmance
based on the equally unique indigencus culture will become a

valid and memorable event in the Nigerian child's educaticn.



248

NOTES

1

I am indebted tc Christine Crane, the co=-directcr <cf New
York's Starry Night Puppet Theatre, who introduced me tc her
versicn of these puppets, at a workshopr held by the Kaleidcsccrpe
Theatre of Victeoria, B.C., in August, 1981.

2

Performances were given tc elementary schcols in Victcria,
B.C. and at the Victcria International Children's Festival, 1982,
using walket-puppets. The puppets represented the African animal-
characters in Carcl Korty's Anansi's Irick Does Double Work (New
York: Charles Scritner's Scons, 1675) . The reactions to the
puppets from the child audiences were very pcsitive. One Grade 2
class from Fairburn Elementary School, Victoria, extended tlLeir
experience of the perfcrmance tack to the classrocm, where they
researched African life and artifacts, and made their cwn pupgets
(string, glove and life-size). As well, they performed their own
puppet versions cf the Anansi story to cther «classes in the
school.

3
Therndike-Barnhart Comrrehensive De
Doubleday & Co., Inc., 19€5).

k Dictionary, (New York:

i

4
Femi Osofisan, Once Upon Four Recbbers (Ibadan, Nigeria:

BeI.0O. Educational Services Ltd., 19€0).

5

International Amateur Theatre Association (A.I.T.3A.), 5th
International Congress "Drama in Education," (Villach, Austria,
April, 1982).

6
Cited by Walter Sorell, The Other Face: The Mask in the Arts
(London: Thames and Hudscn, 1973), p. 13.

E
Brian Way, Audience Farticipaticn: Theatre for Ycung Pecrle
{Boston: Walter H. Baker Cc., 1981), p. 17C.

8
Cited Ly Nat Eek, Children's Theatre Eeview Vcl. xxiv, Nc.d4,
(1975), p. 15.




Chapter IX

SUMMARY AND CCNCLUSICN

If a man dces away with his traditicnal way cf living
and throws away his good <customs, he had better first
make certain that he has scmething cf value to replace
them.

African Proverb

This study was motivated by the writer's interest in evolving
a relevant drama/theatre programme for the young of Nigeria.
Drama/theatre has been excluded frcm Nigerian primary schools,
except as an extra-curricular or end-cf-term activity. Plans to
implement drama into the Secondary Schccl curriculum have Leen
officially accepted. It 1is expected that dramatic arts classes

will begin as =axrly as 1983,

To the writer's knowledge, there exists only one study which
suggested that traditional 1learning activities and related
dramatic techniques be used in Nigerian primary schools. That
study focussed c¢n the adaptation of "the narrative form cf
education through folktales and storytelling as practised Lty tte

Ibitios"™ of Nigeria.?!
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There are many differing points of view ccncerning traditicnal
educational methcds and their akility to provide adequate
preparation for the Nigerian <child in a wcrld of change.?
However, many traditicnal learning activities are based in drama
and are similar tc methods emplcyed by mcdern drama
practitioners. These methods were investigated in a shcrt review
of the drama-in-educaticn 1literature. The philosphies and
objectives cf the 1leading innovators from three major English-
speaking nations (Great Britain, the United States and Canada),

were outlined and their historical development noted.

The results cf this investigation reveal that the successful
meeting of the seven major ckjectives o¢f the Federal Republic of
Nigeria's Nationmal Policy on Education, 1981, «can ke ensured by
the inclusicn of drama as a technique cf teaching. An example of
a method for integrating drama into the primary schcol curriculum
was outlined. This methcd is intended tc supplement 1learning
opportunities for the Nigerian child using relevant materials
available to a primary schocl teacher. This study further showus
that, through the use of drama in the curriculum, traditicnal

learning activities can Le merged with mcdern learning concepts

and their objectives.

An analysis cf the objectives cf theatre-in-education,
participation theatre, and four alternative theatre fcrams in the
Western Hemisphere was made. It was the purpcse of this secticn

of the study tc evolve dramatic and theatrical technigues most
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appropriate to the needs of a young Nigerian audience considering
the available resources. Thus, a project was fcrmulated, entitled
Educative Theatre. This suggested Froject uses the krcwn
facilities of the Departments of Dramas/Theatre in Federal
Universities. Appropriate goals are outlined tc cffer stiumlating
aesthetic dramastheatre experiences to the ycung. The innovative
technique of emplcying Walket-Puppets tc help meet these gcals

was proposed.

In summary, this study attempted +tc evolve a curricular
programme and a specific project to te used in Nigeria tcday. It
is therefore reccomended that a feasibility study be initiated in

one city in Nigeria in the near future.
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AEPENDIX 2

CUESTICNNAIKES

Appendix A «ccntains data relevant tc the questicnnairss,
including cover letters, gquesticnniare fcrms, and responses. Each
question is followed by the number of responses that were given.
Where suggestions were asked for, those given by the respondents
are presented in an abbreviated fcrm. In the Saturday Elayhouse
Questionnaire, fcr which sixty parents completed forms, =scne
answers were given for more than cne child in the same response

sSpace.

CUESTICNNAIRE I

Department cf Theatre Arts
University of Calaker

THEATFE-IN-EDUCATICN TERM

For teachers and administratcrs of
Primary Schools in Calabar, Cross River State, Nigeria.

DIRECTIOCNS

(1) Please dc not sign yocur name so that you will feel
free to answer the questicns withcut reservaticno.

(2) Place a tick cn the line in frcnt of the answer you
wish to make. Where appropriate, more than one tick
is expected.

(3) Please return pages 2 and 3 ¢cnly to the Princirpal
tcday.
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THEATRE-IN-EDUCATION (T.I.E.) 1is a new fcrm of p[presenting
drama activities fcr children. Theatre-in-educaticn fprogragmes
are designed toc supplement and assist the teaching programmes in
schools through dramatic means. A small grcup of actors (kncwn as
T.I.E. Teams) visit schcols where they present programmes which
actively involve children in an exciting theatrical experience.
The subject of the programme or presentaticn is drawn from the
curriculum, literature, fclklcre, history, cr perhaps experiences
and problems which are relevant to the children. The aim is to
allow the children to actively participate in the performance
either physically or through discussicn and evaluation of the
problems or experiences posed by the play. Language develcpment,
decision-making, emoticnal wunderstanding and stimulating the
imagination constructively are some o¢f Theatre-in-educaticn's

goals.

The T.I.E. Team visits the school before the presentaticn to
prepare the children and make availakle a study guide for
teachers. The study guide gives helpful ideas for discussion with
students., The Team may alsc present follow-up werkshops and

activities.

To make this programme valuable toc ycu and your students we
ask the following gquestions. Your answers help us tc Letter

understand your needs.

Thank you for your ccoperation and help.

Dany M. Lyndersay
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SCHOOI.Q‘....-oo.....l.-...o.oQCLASS.....AVERAGE AGE.I.......I.

QUESTICNNAIRE

Would you 1like a Theatre-in-education Team tc ccme tc ycur
school?

Yes (17)
No (1)

Wculd you as a teacher, be prepared tc spend up to one-hour
tc prepare your class for the event - with the assistance cf
a 'study guide?'?

Yes (44)
No (3)

Would you like a T.I.E. team to come tc your class before the
presentation tc prepare them for the prcgramme?

Yes (46)
Nc (3)

Would you be willing to *follcw-up' a T.I.E. team performance
with your students in related activities in your class, with
the assistance of a teacher's 'study quide'?

Yes (U6)
Ne (2)

If a T.I.E. team member came tc your schcol could ycu suggest
topics or subjects which wculd be beneficial fcr presentation

as a play?

Yes (42)
Nc (5)

Which of the fcllcwing wculd be wuvseful +to you and ycur
students? (Tick cne or more areas.)

a play about the metric system and its uses. (23)
a play about solving a sccial prcblem (e.g. beggars) . (27)
a play aktout an historical fiqure in Nigeria. (23)

a play about the Kanuri, the Tiv, cr the Hausa-Fulani. (%)
a play abocut Ycruta fclklore. (2)

a play about an Efik or Ibibio festival. (34)

a play akout job ofprortunities in Nigeria. (19)

a play about the prcblem of coping with death. (11)

a play about problems with siblings. (6)

other (state)



10.

11.

12.

o

(The £following cther suggestions were made: cultural
heritage, wmisuse cf freedcm, folktales, the child in the
home, sporting activities in Nigeria, a play about farming, a
naming ceremncny.)

What subject(s) do you think the majority of your students
have the most difficulty understanding?

Mathematics (32)

Science (17)

Literature in English (7)
History (1)

Social Science (1)

Health Science (0)
Geography (5)

Religion (1)

other (state)

(The following were specified: English, French.)

Do you think your students would have 30 kobo each to see a
T.I.E. play in ycur school?

Yes (21)
Nc  (17)

Would you think a T.I.E. team visit appropriate if it was
free to all children as part «c¢f their regqgular school
activities?

Yes (35)
No (3)

Do you ever use drama tc teach a subject such as English
Literature, Histcry, Gecgraphy, Science?

Yes (29)
No (11)

Is there a 'drama <club' or dramatic activities at your
school?

Yes (18)
No (21)

What reccmmendations can you make to help a T.I.E. team?

{The following recommendations were made: timetakling
problems, time available cnly 30 wminutes per week; make it
free; "must be interesting®; "since dramatization plays an

active part in the teaching of mcst subjects on the school
curriculum, then the promotion, encouragement and imfrovement
of it is necessary"; "drama =shoculd be encouraged in the
scheocls by all means.")
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APPENDIX A (ccntinued)

QUESTICNNIARE II

SATURTAY PLAYECUSE
Derartment of Theatre Arts

University of Calabar

For parents/guardians of children attending
the Saturday Elayhouse Prcgramme

DIRECTIONS:

(1) Elease do not sign your name. Feel free to answer
the questicns withcut reservation.

(2) Place a tick on the line in frcnt of the answer you
wish tc make. Feel free to place more than one tick
per questicn, when appropriate.

(3) Please return the completed questiconnaire to the
department of Theatre Arts, UNICAL, Ly Decemker 5,
1981.

Thank you.

How many children do you have attending Saturday Playhocuse?

one (32)

two (13)

three (4)

mcre (State number) (0)

For how lcng have they been participating in the prcgramme?

only this session (26)
cne year (38)

two years (6)

three years (0)

four years (0)

five years (0)

How did you first hear about the programme?

through your child's school (12)

through a circular received at the University (16)
from a friend (21)

octher (State)
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(The following specificaticns were made: a cousin, a faculty
member in the University.)

Why do you send your child/children to Saturday Playhouse?

because you want him/her cccupied cn Saturdays (2)

because there is no one to <care for him/her at hcme c¢n
Saturdays (C)

because you want him to participate in a creative activity
(49)

because there is no creative drama at his/her schocl (31)
because your child wants tc attend (28)

because it will te good for him/her (23)

because there is nothing else to dc (0)

What activities do yocu think your child/children 1like best
about Saturday Playhouse?

games (0)

story-telling (4)
'*acting-out' stories (43)
dancing/singing (12)

other (puppets, art work) (9)
no idea (0)

Do you want your child/children to participate in the end-cf-
session play?

yes (58)
nc (0)
no response (2)

How important is it to you that your child/children
participate in a public performance?

very important (31)

important (26)

fairly important (0)

nct important. (5)

How importamnt is it to your hild/children that they
participate in a putlic performance

important (26)
fairly important (23)
nct important (0)

Would you be disappcinted if ycu did nct see ycur
child/children in end-of-sessicn play?

yes (38)
no (14)
nc respcense (8)
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11.

12.

13.

14,

15.

16.

17.

Do you think there must be a play for parents/friends to see,
performed by the Saturday Playhouse participants?

yes (42)
no (3)
noc respcnse (15)

Has your «c¢hild/children ever seen a playsdrama at +the
University, cther than a Saturday Flayhcuse production?

yes (33)
no (26)
nc response (1)

Has your child/children ever seen a rfplay/'drama' dcne by
actors on a stage (not T.V.)?

yes (33)
no (27)

Which do you think your children wculd prefer to see:

live play (42)
televisicn play {12)
nc respcnse (6)

If a play (performed by actcrs frcm the University) came to
your child's school, would ycu give him ticket-money (30k) to
see it?

yes (60)
nc (0)

Would you be able +oc send your child/children tc Saturday
Playhouse, if the fees were than 5 Naira per child?

yes (48)
no (12)
Dc you think an annual fee should be charged - for the

session - Octoker to June?

yes (52)
no (0)
no response {8)

What fee do you believe should be charged for the complete
one year sessicn (Octcber to June) ?

Naira (0)
Naira (0)
Naira (0)
Naira (0)
Naira (51)

N EWN -
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19.

20.

21.

22.

23.
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7 Naira (4)
10 Naira (2)
no respcnse (3)

Which of the follcwing times wculd ycu prefer your child to
attend?

Saturday morning: €.00 a.m. - 10.00 a.m. {3)
Saturday morning: 10.00 a.m. - 12 nccn (41)
Saturday afterncen: 3.00 p.m. - 5.00 pem. (8)
Do you think the age-level shculd be lowered?

5 - 12 yrs. (23)
L‘,-

12 yrs. (0)
3 - 12 yrs. (6)
remain 6 - 12 yrs. (2%)

no response (6)

Do you think a similar programme should ke availakble to clder
children (e.g. 12-15 yrs.)?

yes (29)
nc (3)
no respcnse (28)

Your children come each week by

taxi (0)

car (29)

walking (13)
bicycle (2)
other (0)

nc response (16)

When your child/children is/are absent it is usually due tc

transportaticn problems (9)
weather conditions (4)
illness (3)

lack of interest (0)

other ccmmitmrents (8)

other (0)

no response (36)

What recommendations can you make to improve Saturday
Playhouse?

(The following srecificaticns swere made: to include
"creative/educative content™; creative development cf
objects; to ke taught English; tc prcvide transpcrtaticn; to
televise the plays; tc include cutings tc places of interest;
end-of -sessicn parties; to give "hcmewcrk"; and tc make the
sessions lcnger.)
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AFEENDIX E

AN OUTLINE CF EXAMELES CF PREFEQUISITE CRAMA ACTIVITIES

Drama should prcvide opportunities for each child

(a) to encourage and guide the child's creative imagination
(b) to provide for a ccntrclled emoticnal cutlet

(c) to encourage language development

(d) to help develop a kinesthetic awareness

(e) to create cpportunities fcr self discipline

GOALS/OBJECTIVES:

(a) to create situaticns which nurture the imaginaticn

(b) to cffer oppcrtunities to constructively channel emcticns
{(c) to initiate independent thinking and vocalization

(d) to ccmmunicate with confidence

(e) to allow spontanecus movement tc grcw freely

METHODS:
(i) Warmups;
(ii) Strengthening concentration, imagination, and involvement;
(iii) Creative mcvement frcm scunds;
(iv) Developing creative non-verbal pantomimes frcm a variety
of sources: words, songs, proberlts, dance, music;
(v) Developing creative verbal pantcmimes from: sounds,
games, maxims, written accounts, folklcre, artifacts;
(vi) Group rcle-playing activities using sources fronm
written material, personal situations, fprotlems;
(vii) Monclcgue and dialogue activities, leading tc whole-
group dramatizations.

SUGGESTED ACTIVITIES:

a. To stretch, move and react to various musical
rhythms: drums, sekere, gcngs.
b, To mecve and explecre creatively while reacting to
words,
€eGes (i) spiky frocupine
{ii) whispering grasses
(iii) rattling machines
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a. Sculpturing (wood, clay)

b. Tug-cf-war (between twc ccngenial groups and two
warring grcugs)

C. Mirroring occupations {tailor, fisherman, market
vendcor)

Warm-up (Trust) :

a. 'Boje-Bcje' Yoruba game/song)

-- 3 or 4 to a group, form a semi-circle clapping
their hands. One child falls back into their
arms and is thrown back intc an ufpright
rositicn between the clagps.

b. 'Sunana bojone' (Hausa game/song)

-~ a circle is focrmed arcund one child who does a
spirited dance. Without warning he or she
falls backwards into the circle and 1is caught
before reaching the grcund.

Warm-up (Vocal):

a. 'Apata?

-- children repeat the fcllcwing as fast and as
clearly as possible-
Cjo pa bata bata bata bata 1i ori apata 1i ode
ajalu bata ni igi kata 1i awc!
-a fplay on the word ‘'apata?, containing
frequent repetition of t and t scunds.

Imagination and Sense Memcry (Visual):

a. Newspaper rhctcs

-- rhctographs from the news media are chosen to
-create 'freeze' phctcgraphs c¢f tefore and
after situaticns
-'rhotographs' are «created ky the <children to
which a 'headline' is added.

-~ photographs or drawings shewing emcticns
-children imagine and discuss the perscnal
circumstances of each picture:

whe am I?
where am I?
why am I sad, etc.?



-~ photcgraph or drawings of fplaces
-children imagine and discuss:
where is the place?
who lives there?
what happens there?

Imaginaticn (Scurd):

a. An instrument is played

-=- children 1imagine its wuse and
problem:
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‘play-out' a

-hcw do we warn them when they can't hear us?
-how do we concentrate when there's sc nmuch

noise?

-how can we dig the tunnel without making a

noise?

b. A familiar object is used tc make a sound, i.e.

-a ccconut clopping, scrapping or rubbed

-situaticons are '‘rlayed-out!

reminiscent of those scunds

Imagination (Smell):

a. A fruit or vegetable is smelled

that are

-- children try tc verbally analyse the smell and

‘play-cut' a prcblenm:

-how do you stop the smell from getting cut?

-how dc you act pclitely to
doesn't smell?
-hcw do ycu fcllcocw the smell?

a. Using the whcle body:

cshow that it

push a kroken-dcwn lerry; walk thrcugh a crowded

market;
walk thrcugh the jungle.

b. Using hands cnly:
cpening a tin can;
peel and slice a yam;
cpen @ stuck drawer;
fcrce open a crate,

c. Without using the hands:
push a car on a muddy rcad;
rcll a rcck up a hill.
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Whole Group Rele-Playin

--Using an
solved and
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While sitting:
read a ktcok while a mcsguitc is nearby;
eat a juicy orange;
watch a footktall game; read a letter and react;
drink squash from a glass, a paper cup, thrcugh a
straw, from the bottle.

One~word-at—-a-time stories.

One=clap-cne-wcrd-: Everycne clags and in the space
between claps a word 1is added +to make a stcry.
Mcve arcund the class.

Variation: 3 claps, three words, 4 claps, 4 wcrds,
etce.

In pairs, have a conversation in gibberish. Stcp and
ccmpare what each person thcught the conversaticn
was about.

One child makes a speech and the <class attempts to
distract him.

One child reads a newspaper article to the «class
without stopping. The class tries to distract bim,
When finished he is questicned about the content.

The beginningefa sentence is given and then completed
by different children-
When I need help I usually...
I feel proud when...
The wcrst thing that cculd happen to me...

i

object the group fcrmulates a protklem which must be
then played cuts:

Source=--a calaktash and palm-wine tapper's rcpe {€.9g.
Whe tapped the palm-wine?)

Source-~a bronze figure of Cl-ckun, sea god of Benin
Source--a Fulani knife
Source-- a ccwrie necklace

Source-a torn Adire wrapper

--Using a written source the group fcrmulates a question which



is solvad thrcugh playing-out:

Source-=- Ashanti stcry "How Mawu and Lisa Created The
Earth and The Sky."

Source -~Hausa story "Ruktber Girl."

Scurce~=Proverbs:
"yhen a child does not kncw how to deliver a

message he runs an errand twice." (Igbo)
"The thorn bush will mnot prick its own belly."
(Yoruka)

Source- Song:
"Scmecne wculd like to have you for her child but

you are mine." (Akan Lullaby)

Other sources: poens; rhctographs; pictures;
cartocns, e€tce.
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AFPENDIX C

[}

IVE ME MY KNIFE:
(adapted frcem a Dakarkari Scng)

by Danielle Lyndersay

Mot her

Fisherman

Blacksmith

Farmer

Market Women

(The action of this play takes place near a path leading tc the

town.)

STORYTELLER: In Nigeria, in a town called Zuru there lived a young
boy called Zakari. He was the ycungest bcy in his
large family and even thcugh he was much 1loved by
his family, he was never happy with what he had and
always wanted scmething better.

wo or more children are seen playing a game with

small stcnes con the ground)

BROTHER: There, now it is your turn, Zakari.
ZAKARI: Cne, two, three, four, five! (He drops cne stoneg)

There, I have won!
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BROTHER: No you haven't! I caught seven!

ZAKARI: No, you didn®t! It was four! I saw you!
BROTHER: Didn't you see me catch seven? I caught seven!
ZAKARI: No you didn't! No you didn't!

(MIQTHER enters with a kasket.)
MOTHER: Ah, there ycu are. I've teen locking fcr the twec cf you.
Come, 1 have some nuts fcr ycu.
(She hands each of the children a nut.)
Now I think it is time for ycu tc go and helg

your father on the farm. Off with you, ycu've played

enough!?
(MOTHER walks away while Zakari's bicther runs cff
in the gppesite directicn. Zakari lingers behind lccking
at his put.)
ZAKARI: (alcne) This shea-nut is very nice, but I

wonder if I can exchange it for scomething Lketter.

g
(ZAKARI sees a EISHERMAN ccming back with catch.)
Gooé evening, Fisherman,

FISHERMAN: Good evening, Zakari. What have ycu got there?

ZAKARI: A very good nut., Would you like it in exchange
for cne cf your fish?

FISHERMAN: Well, I was going to take my fish to the market tc
sell, but I suppose I could spare cne in exchange
for your nut. You look like a growing bcy whc cculd
do with a nice fish for yocur surrer. Here you are.

ZAKARI: (He takes the fish and gives the FISHERMAN

his shea-nut)



FISHERMAN:

(ZAKARI begin
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Thank you. Thank you.
Goodbye Greet ycurFather for me, wcn't ycu?
(He exits)

(ZAKARI looks at the fish) %Well, that was a

good exchange. Now I'11l go hcme and give it to my

Mother for my supper.

10}
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BLACKSMITH:

ZAKARI:

BLACKSMITH:

ZAKARI:

e —— .-

BLACKSMITH:

ZAKARI:

Good evening, Blacksmith.

Good evening, Zakari. How are you and ycur family?
I haven't seen ycur father fcr some days now. I've
been sc busy making new knives for the Lkig Sunday
Market.

My family is well, thank ycu. Are those the new
knives, in your tag?

Yes, they are. Wculd you like to see one?

Ch yes please! I've always wanted a knife!

This is a fine knife, and sharp too! How I wculd

lecve cne!

Well I will be selling them at the market fcr twc
Naira.

Two Naira! Ch, I haven't any money... but I have

this delicicus fresh fish! Wculd ycu like to exchange

your knife for my fish?



BLACKSMITH:

ZAKARI:

BLACKSMITH:

ZAKARTI :
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Well, I wculd have preferrad the mcney tc help pay
for my scn's school fees... Eut a fish will te
good for our supper... Fine, I will give you this
knife for your fish., Here ycu are.
Thank you. Thank ycu.
Take care with that knife, Zakari. It
is very sharp. Ncw I must hurry alcng. Gooqvbye!
Goodbye! (Blacksmith exits) What a good

exchange that was!.s.. Oh I am hungry, I must gc and

find some food.

(ZAKARI start to 9o, whistling bappily, as the
h

FARMER enters wit

——— —————— —

he MARKET RXCOMAN) The last price for
these tananas will be three Naira. Take it or
leave it. If you don't want them, my wife will

take them tc the market tomorrcw mcrninge.

MARKET WCMAN: No, they are too costly...

FARMER:

Well, you know it is not the season for
bananas and... (The MARKET WCMAN and the

FARME

%)

see ZAKARI looking at them.)

MARKET WOMAN: What's the matter with you, ycung man? Are

ZAKARI:

FARMER:

ycu lost?
No, no. I was just lcoking at thcse bananas,
and they lock so delicious.

Well I'm selling the bunch fcr three Naira. Have



ZAKARI:

you got that kind of money? Ea!

No,

Ha!

I haven't any mcney...

2€9

MARKET WOMAN: Well then out of our way, and get yourself home!

(They

ZAKARI:

(Zhe

FARMER:

ZAKARI:

FARMER:

.. I

off when ZAKAEI siops them,)

I..s have this knife...

Mayke you cculd exchange a few bananas for my

sStart tg¢ go
Excuse me Farmer.
knife.

FARMER ok

Let me see the knife then.

a sharp knife.

Yes,

looks back at ZAKARI ané stops.)

I could do with

this knife is very sharp... Ycu could even

use it to cut off the bananas ycu give me!

Alright then,

your knife. Give it to me,

I'1l give you a dczen bananas for

and let me cut off a

tunche.
(ZAKARI hands the knife to the FARMER who puts down
the bunch of bananas, counts twelve bapanas, and begins
to cut intc the stalk.)
FARMER Oh no! Your knife has broken at the handle! This
may be sharp, but its no goccd tc me now!
Sorry tut I can't give ycu any bananas for a
useless knife.
ZAKARI: (very upset) Give me my knife!
Give me my knife! Ch no!
(The EABRMER gives ZAKARI his knife and he
and the MARKEI WOMAN continue dcwn the path.)
FARMER: Well, Madam. What do you say? Dc you want these

knife



MARKET WOMAN

FARMER:

ZAKARI:

STORYTELLER:

tananas or not. Three Naira cr ncthing.

: I'11 pay twc Naira fifty kcbo.

No, my last price is two Naira ninety kctoe...
(They exit)

Who gave me this knife? Ch yes, it was the
Blacksmith whe gave it tc me fcr a good fish.

I could have eaten the fish. Ch, I am soc hungry...
And who gave me the fish?... Why it was the
Fisherman, of course, whc gave me the fish for
the shea-nuts that my Mother gave me. Oh I must
find the Blacksmith before he eats my fish...

Oh what a foolish boy I am. I shculd have eaten

the shea-nut and been happy... (ZAKARI runs cff)

Zakari did find the Blacksmith - but he was busy
eating his evening meal --the fish! Zakari

realized what a foclish and ungrateful boy he

had been. Therefore, be thankful fcr what ycu have,

no matter how small it is, or ycu may end up having

nothing at all!

CUERTAIN
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