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ABS'IRACT 

The purpose of the study was to design a troad programrre cf 
drama/theatre activities to help meet the changing educaticnal 
and cultural neEds cf primary school children in Nigeria . The 
Programme was devised with the National Policy on Education 
el\....,,unciated by the Federal Bepublic of Nigeria in 1981 and the 
needs of Nigerian children in mind . This fClicy 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 historical and theoretical 
background of flay 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 e}(plcred . A stud 1 of the 
social and cultural background of Nigerian children and their 
educational needs was undertaken and methods for integrating 
drama into the curriculum developed . The use of drama ty the 
classroom teacher in language arts, literature , social studies, 
art and music was emphasized. Specific teaching strategies 
involving drama and Nigerian ccn ent were designed. 

Ccrnparisons between the concepts of infcrrnal classroom drama 
and formal perfcrmance-criented theatre were drawn. The history 
of the Children's Theatre movement as a universal twentieth 
century phenomenon was outlined and its more recently developed 
forms of "participation theatre" and "theatre-in- ecu caticn" 
cited. In additicn, four alternative forms cf theatre , all of 
which included elements of drama as well as theatr e and develcfed 
by outs tan ding artists (Keith Johnstone, Ma xime Klein, Augusto 
Boal and Jonathan Fox) were analyzed . Frcm a study of these 
models and the ccncepts cf classroom drama , the ~riter devised an 
alternative theatre form entitled Educati ve Theatre for use in 
Nigerian schcols. Educative Theatre refers to a drama/theatre 
event presented for an audience cf children by adults and 
utilizing Nwalket-puppets~and audience participation. 

are many . First, the suggested 
members cf the educational 

The implicaticns of this studJ 
programme sould invclve all 
comrnunity--the children as audience memters and active 
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participants , th e secondary and university s tu dents as actcrs, 
the teachers in trairing a ~ tea chers and th e parents and 
community leaders as resourc e perscnnel f e r Nigeria n c onte nt . 
Second , the prcgramme iould rrc vide a tridge bet ween the formal 
rote -mem ory le arning method s and the more mcdern le arning 
concepts. Th ird, the program me would involve many of t he 
traditional Nigerian cultural at t ritute s which wc uld aa ke 
learning a more enjoy at le acti vit y. 

Examine rs: 
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ceased to take childhood and adol€scence 
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the needs of 
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Chapter I 

IN1RCDUCTION ANC PUBEOSE CF STUDY 

The purpose of the study is to 

drama/theatre activities tc help meet 

primary school children in Nigeria . 1 The 

design a frcgramme cf 

the educational needs of 

wcrk is an outgrowth of 

the writer's fourtEen year asscciation -ith drama , theatre and 

education in Nigeria and her telief that drama and 

participational theatre cffer excellent methods 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 million . It is the most fOpulcus ccuntry in 

Africa , and one of the most richly endowed in natural resources . 

In spite of its relative l y small area , being slightly larger in 

size than British Columbia , i t has ten major ethnic groufs . The 

Hausa , Fulani , Yoruba , Ibo , Kanuri , Tiv , Edo, Nupe , Itibic and 

Ijaw make up atout eighty percent of the fcpulation in nineteen 

states . There are over 250 tribal languages and t~o major 

religions- - Moslem ana Christian . 

Present - day Nigeria came into being en the first of January, 
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1900. on the first cf Cctober, 1960, ~igeria gainea rnaependence 

and three years later, the ccuntLy beca[e a Refublic . Nigeria is 

the seventh most urbanized ccuntry en the mainland cf clack 

Africa. 2 Its need to catch up with the twentieth century resulted 

in certain social changes brought abcut by contact with modern 

industrial econcmic policies. According tc Rcnala Cohen , "The 

economic and political develcpment gcing on since Independence in 

Nigeria and other 'Third icrld ' countries is one of the truly 

monumental social revolutions in man 's history, ranking in 

importance with tcth neolithic and 'urban revolutions• of the 
,-

past. 113 Changes from the educational , poli ti ca 1, religicus and 

social policies of the past caused u f he a va 1 s in thought and 

attitude. The diversity of ethnic grOUfS, their lcnguages , 

customs and religions, bas also had its predictacle effects. ~ith 

the new interest in Western technology and rate of industrial 

progress, the accompanying values of Eurcfe and America tave 

become attractive to such an extent that , in many urban centres, 

individual cultures have become diluted. 

One of the areas most deeply affected is education . In the 

recent past , education in Nigeria was achieved through imitation, 

experience and fclklcre. Today, the needs of an industrialized 

society have shifted educaticnal fricrities toward book learning, 

rote-memorizaticn and examinations~ Consideraticns for the 

intellectual grc~th and development of the child have been fUshed 

aside in the change frcm tightly-knit ruLal agrarian communities 

to the steel and cement factory-filled cities. Educaticnal 
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priorities ccncern tte child's rhysical and mental adjustment to 

the new technolcgies , such as 

telecommunicaticns and packaged foods. 

taf water, ele ctricity, 

Unfcrtunately, this cften 

has an adverse effect en efforts tc retain traditional ways of 

life, he henef its of which are sti 11 valuable to the mcde rn 

Nigerian child's develci:ment. 

An African child living in a rural community, er an urtan­

based child who is fcrtunate enough tc return to a rural setting 

for occasional scjourns, experiences and witnesses traditional 

rites and ceremonies. These are far more explicit and stimulating 

than any comparatively similar exreriences in the life of a city 

child. They provide the child's introduction to dramatic er 

theatrical events , as a vital and important learning aspect of 

society, one that was taken for granted in traditional African 

society. It is this "learning'' guality cf drama/theatre that is 

valued and 

practitioners 

culture. 

prcmoted by psychologists, pedagogists , and 

of drama and theatre in education in Western 

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 imFortant for an historical survey of wcrld-wide 

developments to te undertaken. cc seguently, this study will 

outline the develcpment and working theories of creative 

dramatics in the United States# draroa -in-educaticn in Great 

Britain, and developmental drama in Canada. It will alsc take an 
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overvie w of theatre for children from earliest tc modern times 

and investigate the most r ecent innovations in Theatre- in­

Education and participaticn theatre . 

This study further propos€s to use the wealth of Nigerian 

materials , situations and ideas to outline a programme for drama 

in the curriculum of primary schools . 1his programme will 

supplement teaching methods o f , for example , language arts , 

literature and social studies , and , in so dcing , help Nigerian 

children understand their cwn and ether ctltures . It further 

profoses to show that current philosophies , theories ana methods 

in drama/ theatre may be culled for valid and afpropriate concepts 

which will assist in focmulating a programme cf "educative 

theatre'' for Nigeria . ~ Obse rvable goals will be developed 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 the overall techniques will tear 

significant changes in style . It is hcped that this will help 

Nigerian children gain eventual maturity in their rafidly 

changing society . 
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NOTES 

1 
Primary educaticn in Nigeria is referred to in the Federal 

Republic of Nigeria Naticnal Policy en Education 1981, as 
" ••• education given in an in st i tuti on fer children aged normally 
six tc eleven plus." It can include children up to their late 
teens, since not all children b€gin their education at age si~. 

2 

753. 

3 
Ron a 1 d Cohen , "T r. e S u cc-es s Th at F ailed: an 

Culture Change in Africa," AnthIOEolc_qjca, n. s., 
21-36, HRAF Source MS 14. 

Experiment in 
3 (1961), pp. 

4 
"Ed uca ti ve theatre" is 

refers to a drama/theatre 
primarily ycung people . Its 
upon in Chapter VIII. 

a term that the writer devised. It 
event by adults for an audience cf 
purfose and techniques are elaborated 
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Chapter II 

HISTORICAL AND THEORETICAL EACK(RCUND : 

THE CBIGI1S AND CEVELCFMENT CF TEE THEORIES 

OF PLAY IN EDUCATION , DRAMA , AND DRAMA IN EDUCATICN 

1. Introductcr1 Statement 

Play and drama , frcm the begin nirg cf man ' E chronicled 

existence and before written records , have been reccgnized as 

part of his children's educaticnal p1ccesE . This chafter will 

trace the development of this participaticn in crder that the 

relationship bet~een the traditional educational gcals cf Nigeria 

and the objectives of ccntemforary educationalists can be 

established . In making this connection , evidence wil l emerge to 

justify the growing world- wide acknowledgement cf theEe elements 

in the education cf today ' s young people . 

2 . £1~~ in Education 

~ universally accepted definition of flay is difficult tc find 

due to the roany nebulcus and incc flete theories concerning its 

origin and value . Modern concepts cf play range from the 
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elatorate definition of the eminent histcrian, Johan Hui2inga, in 

tl~l!f 1Ud§n§ (that is, play is related to values , ideals, war, 

law, politics, ritual) , 1 to the conceft cf many unitiated that 

play is an "unimportant pastime" of childhocd=.i 

In Classical times, Plate believed that "the plays of children 

have the mightiest influence on the maintenance or ncnmaintenance 

of laws. " 2 He advocated that play shculd be the basis of 

education, presented "in a playful manner, and without any air cf 

constraint." 3 Aristctle, being a scientist, specifically 

emphasized that play should be encouraged tc prevent indolence. 

He interpreted the function of play by writing that ''children's 

games ought largely to consist in playing at or rehearsing what 

they will later be doing in earnest."~ 'Ibis harmonized with his 
r 

theory that man is "the most imitative cf living creatures" and 

that even though imitation is natural to the human race, learning 

through imitation is an intellectual fleasure. 5 1 

In the Medie val feriod there was little written thought or 

practical applicaticn of the tenets advocating a literal 

education based on play as promulgated in the Attic world. 1he 

Church fathers condemned any activity which had mimetic elements. 

It was only in the ninth century, when St. Thomas Aquinas adaEted 

Aristotelian philosophy tc the Catholic faith, that approval was 

given to games and amusements if they frovided relaxation after 

serious work.6 
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During the fifteenth century, the Italian, Vittoroina de 

Feltra, gave great prominence to games, flay and physical 

He found that children who activities at his schocl in Mantua. 

"were mcst eager in their play were the most zealous in their 

conduct and learning. 117 

By the sixteenth century , the early realist Francois Ratelais 

wrote in his satirical bcoks gg£gg~j~~ and fgQtagfy~1 that tock 

study must be relieved by play and manual cccufations . 8 His 

educational programme erophasized the necessity of a direct study 

of nature and the importance of experience . !brough three hunor€d 

and sixteen games fer exercising the nind and body , Rabelais 

illustrated an original educational programme, which influenced 

the thought of men such as Montaigne, Locke , and Rousseau . 9 

In France , Michel de Mcntaigne believed that "the greatest and 

most important difficulty of human science is the educaticn cf 

children. 111 0 He further stated that "children flays are not 

sports and should be deemed their most sericus occupations . " 

By the end cf the eighteenth century a number cf conflicting 

theories emerged . 

when he advocated 

Jean-Jacques Rcusseau argued 

an education fer children 

with Mcntaigne , 

almcst entirely 

composed of play . In his controversial bock , ~~i1~ , he wrote 

"Love childhood , promote its games, its fleasures, its delightful 

instincts • •• you muEt consider the man in the man and the child in 

the child . 11 11 The poet , Friedrich von Schiller , in 1795 , did net 

officially advocate the enccurag€ment cf flay in education , since 
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he stated that play was an "ai mless expenditure of exuberant 

strength, which is its own e xcuse for action. 11 12 Howe ver , he did 

theorize that Flay was the most effecti ve influence in raising 

man from savagery to civilization. 

Johanna Heinrich Pestalozzi, ~ho was a disciple of Fousseau, 

f rther de veloped his mentor's theories which fromcted the games 

and pleasures of childhood. Though he never wrcte a clear, 

systematic and ccmflete acccunt cf his theories, he became one of 

the world's greatest pioneer educationalists. At his Institute 

d'Yuerdon, in Switzerland, he dem cnstrated his theories 

practically and showed his telief in the necessity for a certain 

systematic formalism in a child's education. 

An extension of Pestalozzi 's theory was formulated by his 

receptive and appreciative but highly critical pupil, Friedrich 

Froebe 1. Froebel intuiti vely under st cod the functional 

significance of play and its sensorimotcr exercises , descritin g 

play as "very serious business. 1•t 3 He advocated that "education 

can never mean less than the educa ion of the wbcle man ." In 

contrast to Pestalczzi, whc emFhasized handicraft for its value 

in physical training and technical preparation for vocations, 

Froebel valued it for its inward corre ative experience , 

might contribute to the ccmpleteness of the human being. 

which 

Frcebel , who was the founder of t he kindergarten, became the 

exponen of a philosophy of education which has exerted an ever­

widening influence UfCn other educaticnal institutions . His 
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famous seven series of exercises caused theorists , such as Jean 

Piaget in this century, to st at,e that t bey "f alsi fie a t be very 

idea of activity frcm the outset by freventing genuine 

creativity. 1114 

In the late nineteenth century, Herbert Spencer, the eminent 

English philosopher, fiercely condemned the traditional 

curriculum. His essays elaborated a theory cf play that suggested 

it was only the overflow cf superfluors energy. 15 His ideas were 

extremely valuable in arousing pedagogists and parents throughout 

the English -speaking world to understand the necessity cf 

educational reform. Tbcugh Karl Grcos , an anthropologist, did 

not expound UfOn educational reform, he did s uggest a rival 

theory of play to that of "surplus energy.« Through a prolonged 

study of the play cf animals and primitive feoples, he de velop ed 

the idea, first stated by Aristotle, that the chief furcticn cf 

play is that it "prepares the ycung for the tasks of life. 1116 

In 1899, William James, the well kncwn American psychclcgist 

and philosopher, recapitulated, 2,221 years after Aristctle•s 

death, the theory of the importance of play and imitation in the 

education of the child. 

Man has always been recognized as the imitative animal 
Far excel lence . And there is hardly a took on 
psychology , however cld, which has net de voted at least 
one paragraph to this fact. It is strange, how€ver, 
that the full sccpe and pregnancy cf the imitative 
impulse in man had to wait till the last dczen years tc 
become addguately reccgniz€d.17 
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'Ihe actual use of "the im i tative impulse of man" in Educaticn 

was not officially recogn i zed until the teginning of this 

century . Jahn Dewey , in the Onited States , wrote that "the 

numberless spontaneous activities of children , plays , games , 

mimic efforts ••• "are the foundaticn stcnes for educaticnal 

methods . 11 1a The fo:rmulaticn cf this tasic idea, that play and its 

dramatic activity should be the 11 fcundaticn 11 of learning , was 

influenced by Caldwell Cock cf England . In his influential book 

Ihg El~Y .li£Y , Cook wrote "the natural means cf study is thi:cugh 

play . n19 His "Flay way 11 apprcach , w ich gave the name tc the new 

movement , advised the teacher to 11 be ready to set aside all 

convention in method , all blind rigidity or discipline , and fin 

his faith on no stereotyped formulae . 11 20 

This "play t-ay" was attempted by educational leaders in the 

United states such as John Merrill and William Wirt . The fcrmer, 

working at the Francis w. Parker scbccl in Chicago used oral work 

and simple improvisations as methods for teaching language and 

literature . Wirt , in Gary , Indiana , evolved an apfroach known as 

"the platoon system of work - study- play" which insisted that all 

edu cational activity be syntbesized . 1121 iithin his system was the 

ve ry important concept of auditorium activities for all children. 

When Hughes MEarns , in 1929 # published hiE revcluticnary and 

progress ive approach to teaching in Creative Fower , "it carried 

enough dynamite to shatter reconcefticns , Frejudices, 

platitudes-and reputations ••• " and led to a creative revoluticn 
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across America. 22 His tasic teli€f was that every child has 

something worthy tc contribute and should te encouraged to 

express it through such fields as drama, fOetry, music, creative 

writing, and other arts. 

,: . h . So it wast at in he early 192Os and 1930s, both in America 

and Europe, educationalists attempted to make education nothing 

less than Froebel's maxim: 11 th€ educaticn of the whole man" and 

experimented with the use of "imitation" as a tool for develofing 

the full 

child hood~ 

potentialities of the creative imaginations cf 

Echoing the philoscphy of Joh De .e y, who advocated a 

"learning through doing" process in education, Winifred Wa rd in 

1918 began to wcrk with methods which grew cut cf the progressive 

school movement. 23 While on the faculty at Northwestern 

University at Evansto, Illinois, Winifred Ward .as also 

Supervisor cf Drama for the Evans on Public School District 65. 

As an instructor of Advanced Storytellins, she experim€nted with 

a form of irnfrovised dramatic activity using stories from 

children's literature. In this framework, Ward developed stcries 

into play form -with her young students. This became the 

foreru ner of the creative drama ic technique kncwn af "story 

dramatisation." when her first took Creative Dramatics .!QI :th§ 



13 

U,£.,ee r Grad es ~I!Q .iJ.!filiQ£ High School a pp€ a red in 19 30 it generated 

considerable enthusiasm and interest, bringing the term "creative 

drama tics" into fr eminence. 

Ward's concept of story dramatization was the initial phase 

for her philosophy of creative dramatics. She conceived this as a 

method whereby a group cf children, i:resented \oiith the outline cf 

an existing story, wculd develop their cwn dialogue, action, and 

sequential order for it. The dialogue would always re main fluid, 

as the emphasis was on the development cf character relationships 

in the literature , as oi:posed to production techniques. 

Before her second and definitive ~ork in 1947, Pla~making iith 

~hild_rg,n, Ward became acquainted with the work of Hughes Mearns. 

His concept of the teach er as a guide whc has a sympathetic 

unde rstanding of the child's needs in the precess of utilizing 

his creative power, 2 ♦ caused Ward tc accept the idea of "anti­

disciplinarian leadership ." In her took, she attemfted to define 

and outline clearly the step-by-stef prccedure for this art. She 

placed special emphasis on the use of rhythmic mcvement, sense 

training and dramatic play as integral parts of the classrccm 

experience . She advocated the use cf anirrals and nature , as well 

as literature, for dramatic source material . 

An important new concept of ttintegraticn" was alsc outlined in 

Ward's second tcck: 

Social science , arts and crafts, music , fhysical 
educ at ion , h cm e econ o m i cs , and c t her s u b j ec ts ma y a 11 
be integrated into one dramatic project . At the ce nter, 
tying them all together, is a stcry. Sometimes the 



story is original; sometimes it ccmes from literature 
or hist ory. 

one of the best ways to understand other 
civilizaticns and cultures is thrcugh such rrojects. 
When children re-enact the life of the ancient 
Egyptians or Greeks or Persians, and when they 
dramatize modern stories of, say, Bussia or Sweden or 
Denmark, tbey have exreriences which lead outward by 
creating resfect for other people and civilizaticns, 
and onward by arousing interest which stimulates 
further study of their history and their relationshif 
to modern living.zs 
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Ward believed integrated projects using creativB dramatics 

help in the learning precess. Her otjectives were: 

1. To provide for a controlled emoticnal cutl et . 
2. To provide each child with an avenue of self­

expressicn in one of the arts. 
3. To encourage and guide the c hild•s creative 

irnaginaticn. 
4. To gi ve young people opportunities to grow in sccial 

understanding and cccperation. 
5. 10 give children experience in thinking en their 

feet and expressing ideas freely.26 

In England during the 1920s and 1930s, Eeter Slade was also 

using drama as an educational tool tc promote the ccncept cf 

"active learning." 27 "Drama the Dream," he ~rote, "is a natural 

way cf incorforating the whole person and the learning man to 

face the true facts of Drama the Doing of Life." Slade was the 

first person to point out that there exists a Child Drama as an 

Art Form in its own right with its own shape and develcpment.za 

He did not wish tc cause a 11 revoluticn" in ed ucational thought, 

but rather to feint a way that showed drama as an important fart 

of education , one that roay be linked with every subject, as ftard 

was advocating in America. 
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Similarily, Slade stated that one cf the most valid reasons 

for developing child drama "is not actually a theraFeutic one but 

the even more constructive one of preventicn . " 29 Undouttedly 

Slade referred to the prevention cf delinguent acts . Delinquency , 

or near delinquency , can unfortunately creeF into unguided child 

play , as he recalled in "that terrible newspaper stcry scme years 

back of a 1 priscn€r' being left in a dustbin! 113 o 

Unlike the American art of creative dramatics vbich grew out 

of a teacher's sEarch for better and more effective teaching 

methods , Slade's theory of child drama develofed frcm his 

observations of children during free play . He believed that the 

circular, spiral mo vement used by children in their natural flay 

was the basis of all drama. He believed that a child's natural 

creativity could be hampe r ed , or possibly permanently damaged if 

the child was forced into fcrmal drama situations at too early an 

age. 

When the child is absorbed , it neither needs nor wants 
an audience , and , be c ause it n€eds 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 flee r space in so interesting and 
beautiful a manner , filling the space as if it were a 
picture. 3 1 

Slade's theoretical development cf 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 devel op toth their wcvement and language 

flow . His conceFtion was seen as an art form -- a form of play 
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through which creativity was nurtured. Slade ccncluded that, even 

though children may do things in theii: c.n way, "spcntaneous 

creation is one of the most dynamic things in man , and if that is 

the way we tick, one may just as well make use of the fact in 

order to gain 'cooferati ve learning.'" 

"Spontaneous 

stiles confirmed 

creaticn" presupposed creativity which 

"has long been considered the highest 

Lindley 

fcrrr cf 

mental functioning and human achievement. 1132 Victor lowenfeld, an 

eminent pioneer scholar in creativity analyzed the reascns why we 

must encourage creative-thinking Cfpcrtunities for children. He 

stated that, as creative situations are encouraged, children ~ill 

become more sensitive to environment stimulii. "If children 

developed without any interference frcm the cutsid e world," he 

said, "no special stimulation for their creative wor.k wculd te 

necessary. 1133 

Lowenfeld and his associates in the Art Educaticn Departient 

of Pennsylvania State University, determined during a seven- 1ear 

study, "eight criteria for creativity. 113 ~ They believed that if 

these criteria were not encouraged, prcmcted or endorsed , either 

because of the failure to achieve complete satisfacticn or the 

outright sUffreEsion by elders or by the intimidating intruEicn 

of adult standards, childrer.•s creativity, as explained by Hughes 

Mearns, in Creative Fower, may not grow or advance very far into 

the realm of prcduction. 35 

In many cases, only the rare child has such Cfportunities. 
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Therefore, when such innovators as Winifred ~ard in AmErica and 

Peter Slade in Ergland joined "creativity" with "drama" to ccin 

the term "creative dramatics,'* and "child" with "drama" to form 

an Art which promoted •1spontaneous creativity," resfectively, 

children were bEginning to acguire the ofportunities "to be fully 

educated. 11 For , as T . Eliot stated, "To he fully educated is 

to have some sense of where everything fits. 11 36 

The recent report, submitted by the Calouste Gulbenkian 

Foundation in the United Kingdom on Ihg ]£1§ in Schools (1982}, 

based its first argument in support of the arts in the 

curriculum, en the need for children tc have some understanding 

and therefore communicaticn cf the attitudes and values of life. 

The lack of the aesthetic and creative- -exemplified ty the arts: 

music, drama, literature, dance, sculpture and the grafhic arts 

in the curriculum--would be a failure to educate c hi ldrer. as 

fully developed, intelligent, feeling human beings. '!his 

conclusion by the Calouste Gulbenkian Foundation endorsed the 

ideas of leaders in the field of drama. 

The development of diama in educaticr. in the English -speaking 

world is a twentieth century phenomenon. Eased en thecries cf 

play, education and drama discussed in this chapter, 

drama/theatre mcvement has been carried fer ward by three distinct 

generations cf thought represente d by leaders in the field. 1he 

first generaticn er pre Wcrld War II grouf is re~resented ty 

Winifre d Ward in the United states and Peter Slade jn Great 

Britain. '!he seccnd generaticn, or fCSt World War II, is 



18 

represented by Ge~aldine Brain Siks and Nellie Mccaslin in the 

United States and Brian Way and Margaret Faulkes in Great 

Britain. 1he third generation of thought, or the 1970s and 

1980s, is represented ty Betty Jane Wagner and Ruth Beall Heinig 

in the United States and Dorothy Heathcote and Gavin Bcltcn in 

Great Britain. (See Table 1.) In Canada, an interesting and 

viable amalgamation of American and British technigues and 

philosophies has grown through a practical applicaticn of drama 

in the classrocm. To understand and apfreciate the holistic 

thought behind Canadian 11 developmsll'tal drama, 11 its l:ase and 

inspiration, it is necessary to leek into the development and 

growth cf drama in education in America and Britain. 



TABLE 1 

GENERATIONS OF THOUGH! IN EDUCA!ICNAI DRAMA 

A chart showing the ~riter•s analysis of the generaticns of thought 
in the development of drama in school in the 20th Century. 

PLATO 

MEARNS 

PETER SLAI:E 
fhilg Q.£2.!!l.2 C 19 5 5) 
EK£erience of s12ontaneity 
(1<:J68) 

BRIAN WAY 
DeveloEment Through tI~..!!!~ 
{1967) 
Audience Partici]ation: 
Theatre for Young Eeo£1E 
(1981) 

GAVIN BOL1'CN 
Towards a T heor_y of !2.£2~s 
in Ed uca ti on { 1S79) 

DORO1HY HEATHCC1E 
Drama as Context {1980) 
Betty Jane Wagner , n2~2!h1 
Heathcote: Drama as a Learning 
.[1ggjJH!! ( 1 9 7 6) 

______ WINIFRED WARD 
Creative DramaSics for the 
u~ier Grades and Junior High 
~.f.b.f.Q.1 { 193 0) 
Pla1making Qith Children 
(1957) 

- ----~EBAlDINE EBAIN SIKS 
Creative Drama; An Art for 
1h.i1.2f£B < 19 s c) 
Dr ama With Children j1977l 

RUTH EEALL HEINIG 
(with Lyda Stillwell) 
Creative Drama fQ~ ta~ 
Classroom Teacher ( 197 4) 
Bev . ed. 1981 

19 
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A survey of the literature on educaticn using drama shows that 

there are no universally accerted definiticns . 1he 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 tle early days of Winifred 

Ward, who represents the first generation of educational drama 

thought in the United States , terms such as "creative drama tics, n 

"informal drama , " "creative play acting ., " "imfrcvisaticnal 

drama," and "educational drama" have teen used interch2ngeatly . 

However, the largest naticnal crganizaticn involved in children's 

drama, The Children's Theatre Association of America , decided in 

the late 1970s tc use the te r m "creative drama" and defined it as 

follows: 

an improvisational , nonexhibitio~al , frocess-centered 
form of drama in which participants are guided ty a 
l e ader to imagine , enact , and reflect upcn human 
experiences •••• The creative drama process is dynanic . 
The leader guides the group tc exflore, develop, 
express and communicate ideas, concepts , and feelings 
through dramatic enactment. In creative drama the group 
improvises action and dialogue apprcpriate to the 
content it is exfloring , using elements of drama to 
give form and meaning to the experience . 3 7 

This definiticn evolved from Winifred Ward's important 

concept, and was influenced by one of the earliest books on the 

subject: Corrine Erown •s s;rgativ~ ].£.2J!J.2 in 1..b§ Lower Schcol , 

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

the process , not the prcduct is i fOrtant . Yet it is interesting 
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to note that, almost thirty years after Ward's initial work, 

Geraldine Brain Siks, who represents the second generation of 

educational drama thought, entitled her second teak ~!.§.2.t.i!.§ 

Drama tics: lm AI:! f.Q.£ ~hil££.§!l • 39 Thus , in the United stat es 

Winifred Ward began the ferro of creative dramatics and Geraldine 

Brain Siks helfed to estatlish the art. 

In her- most recent beak, !2~~1!!2 1filh ~lli.!gf.§ll (1977), ~iks took 

the position that "drama as an art" in the schcol curriculum 

should use the "prccess-ccnceft structure. 11 •0 This structure 

referred to the conceptual framework on which a drama frcgramme 

is based . It is a dramatic process which 

includes the creative processes by which children 
originate and form drama, such as perceiving, 
responding, imagining, creating, ccmrnunicating, and 
evaluating . 1he ccncefts of the framework are based on 
drama principles that are fundamental to learning the 
skills cf the related rcles of player, playmaker, and 
audience.• 1 

Though Siks• list of values, offered through creative 

drama tics, closely paralleled Ward's goals,~ 2 it was in the 

approach to the basic art form that the outstanding Fhilcscphical 

differencBs b€tween these two inncvatorE can be found. Siks made 

it clear that creative dramatics did net have to rely solely on 

literature, but that its materials could te developed frcm all 

aspects of life, or even from "children's imaginings.« 

A further develcpment of the work of Geraldine Brain Siks was 

that she was instrumental in making creative dramatics a 

requir emen t for educaticn and recreation rnajcrs at the University 
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of washingtcn as early as 1950.• 3 Originally a student cf 

Winifred Ward , she 1:egan her work ir creative dramatics at 

Northwestern Uni versity and as a specialist in the Evanston 

Public Schcols. In 1948 she moved to Seattle, Washington, tc jcin 

a growing drama prcgramme created by the Junior League of Seattle 

and the University of Washington School cf Drama. this frogramme 

was to pro vide trained leaders in the field cf creative dramatics 

for community prcjects. 

1his appcintment was influential in the formation cf Siks' 

philosophy of creative dramatics. Whereas Ward 's theory was 

developed mainly fer use in elementary schocls, Siks' philosophy 

is applicable to recreation centres and ccmmunity crganizaticns 

as well as schools. She saw the pcssibility cf using creative 

dramatics net only as an art form in the schools, 

beneficial activity in the cc mmunity . 

1:u t as a 

A community can grow with its children and youth. When 
the dynamic fower of childhood is channeled into strong 
creative community programs the community as well as 
the children tenefits. Children jcin in creative 
activities that utilize their time , energies , and 
d3epest resources of fCWer. They develop a ccmmunity 
spirit and a feeling of responsitility toward the town 
or place in which they live. Juvenile delinquency and 
vandalism can be lessened in ccmmunities everywhere if 
leisure-time youth rrcgrams are challenging enough to 
bring children from the streets.•• 

It would appear, therefore, that Siks' philosofhy of creative 

dramatics goes one step beyond Ward's orientation. Tb cugh beth 

leaders agree that creative dra atics should introduce the 

fundamentals of drama to children, Siks believes that the 
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material inside of the child should te trought out, not only fer 

its dramatic value, 

benefits . 

but for its therafeutic and emoticnal 

Consequently, by the third generation cf educaticcal diama 

thought in the United States , a wealth cf mater ial had teen 

published on the subject. Two leadErs of this present generaticn 

of thought are ellie Mccaslin and Ruth Eeall Heinig. 1he former, 

who is currently teaching at New York University, has published a 

number of important tocks on creative dramatics and its relative, 

children's theatre . f£~~!Jyg Dramatics in the Classroom is an 

introductory text presenting theory and practical application. 45 

It includes exeicises in sensory awareness, pantomime, and 

imp r o vi sa ti on , as well as story dramatization and fcrmal 

production techniques. 

essays representing the thinking cf a number of well-known 

contemporary leaders in this field such as Agnes Haaga, Geraldin€ 

Brain Siks , Ann Shaw, and England's Dorcthy Heathcote.• 6 

...., 
In 1981, Ruth Beall Heinig published the second editicn of her 

book ~rg~ibY_§ Qfg~ii£.§ and retitl ed it Creative Drama in keefing 

with the term preferred by the Children's Theatre Associaticn cf 

America. 47 This tcck grew as a result of mere than twenty years 

of work in creative drama at Western Michigan University. Her 

continual interaction with childre, teachers, and college 

students in the field has resulted in many mcdifications of her 

original ideas . 1oday , her courses, for toth fr€-service and in-
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service teachers, as well as students frcrr a variety of other 

fields including special education , theatre, psycholcgy, and 

recreation , encouragE them tc use creative drama in ocany 

situations. She advocates participation in elementary classrooms 

of all types {including regular, open , alternative, special 

education, mainstream and bilingual), nursery schools, day care 

centres, litraries, churches and recreational centres . 

Her techniques, which are representative cf the najcrity cf 

modern creative drama leaders in the United States , emphasize the 

goals defined by the Children's Theatre Associaticn 

development of language and communication abilities; 

(i . e . {1} 

{2) protlem 

solving skills; 

self concept , 

( 3) creativity; { 4) the promotion of positive 

social awareness, empathy , a clarificaticn cf 

values and attitudes; and (5 ) an understanding of the art of 

theatre} . These goals have been investigated through a numter of 

experimental studies based en creative dramatics. 

Herbert Alan Ra vner ( 1952 ) , William E. Blank f 19 54) , Charlotte 

E . Ludwig {1955), Barbara May McIntyre ( 19!:7), Jo Anne K. 'IuckEr 

{ 197 1) and Lou Furman (1981) have all investigated tc varying 

degrees the effects of dramatic activities (role-playing , 

creative dr-amatics) on the develcfmEnt cf Sfeech skills, 

articulation , vccatulary , reading and ccffifrehension . ♦ 8 
--I 

Consequently, the first potential gcal cf creative drama--to 

develop language and communicaticn skills--has been recognized by 

such authorities as McIntyre and S ewig in their creative drama 
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texts . • 9 They focus on methods in which dramatic activities may 

enhance reading , 

development , as 

literature , oral 

well as nonverbal 

language , and 

ccmmunication , 

vccatulary 

listering 

abilities , and creative writing . Heinig concludes therefore that 

"drama thus prcvides the opportunity for children tc brcaden 

their repertoir€ of vertal and ncnverbal interaction behavior and 

to evaluate their effectiveness . nso 

During the 1960s and 1970s , scientific studies were conducted 

to assess the value of drama on problem solving , creativity and 

thinking . Eleanor c. Irwin , in 1963 , investigated the effects cf 

a programme cf creative dramatics en ferscnality ; Emil J . 

Karioth , in 1967, investigated how dramatics aided creative 

thinking abilities ; and Maurice Ayllon and Susan Snyder 

concentrated their study en behavicural cbjectives in 1965 . 51 

Although ''problem solving skills" remained unchanged in Karicth ' s 

study, Paul Torrance in his studies , Encoura~ing Creativitl in 

the Classrocm , stated that "~hen children are presented ~ith 

problems to solve , with open - endedness that reguired a filling in 

of gaps , with information and ideas to synthesize into new 

relationships , they are learning creatively . 1152 

Thus , Heinig concluded with the second potential goal of 

creative drama: "Pushing for new ideas , exercising imaginaticn , 

generating soluticns , and syntbesi2ing diverse elements ere all a 

part of the frotlem- sol ving frocess , ~hich drama can 

stimulate . " 53 
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The third potential goal cf creative drama is to nurture 

creativity in children. Unfortunately, studies on the effects of 

drama on children's creativity are limited. Sister Dcrcthy 

Prokes' 1971 study and the 1975 work cf 'Ioni Schmidt, Elissa 

Goforth and Kathy Drew both indicatEd that drama is an important 

vehicle for rehearsing and nurturing creativity in ycung 

childr en . 5 tt 

The fourth potential goal includes the promcticn of "a 

positive self-ccncept, social awareness, empathy , a clarificaticn 

of values and attitudes ." 55 Although these areas tend to overlap 

each ether, a number of studies have ccncluded that drama can 

have a positive effect en a child's perscnal gro~th, his 

awareness of the common bond of humanness, a develcfment in 

empathy and a move away frcm egocentricity, and an opfortunity 

for him to be able to find his own perscnal answers to universal 

questions. These gcals have been investigated by Mary Elin 

Sommers Wright in 1972, Mary E. Lunz in 1974, and Gorden o. 

Hedahl in 198Q.s6 

The final goal of creative drama, "an understanding of the art 

of theatre," is based on creative drama 's affinity tc the varicus 

elements of th€a tie. 'Ihcu gh a "theatrical i:;e rf ormance" is not 

necessarily the end result of he majcrity cf creative drama 

experiences, the elements involve will assist children to 

appreciate more fully the aesthetics of theatre and ether art~. 
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cf 

educationalists in the United States whc advocate the consistent 

use of creative drama and other arts experiences to facilitate 

learning in other sutject areas. Fer examfle , in 1S63, Bartara 

May McIntyre published In12£~~1 Dramatics: A 12ngy~g§ 1£1§ 

Activit~ for the seecial Pueil, a practical handbock which 

presents a specific plan for incorpcrating creative dramatics 

activity into a language arts programme for mentally retarded 

children. 57 The late Emily Gillies, in 1973, illustrated in her 

book , Creative Dramatics for all Children, that the methods used 

"can bring a more finely wrought insight intc the emoticns of all 

children, and into (the) processes of channeling these emoticns 

in safe and creative ways."ss 

The most recent scholar supporting the potential use of a ra ma 

with special pofulations is Linaya Lynn leaf. In her extensive 

and important study of 1980, she has identified and classified 

the educational objectives fer creative dra~atics when it is done 

with handicapp€d children and you h in the United States. 59 It is 

likely that this ~ork will encourage future study cf creative 

drama with special fOpulaticns . 

Drama and the arts have too often been relegated tc the 

stature of "fill-in-tbe time" activities er simfly "frills". 

Fortunately , today, many levels of educational instituticn~ in 

the United states are accepting the fact that ~hen drama and the 

arts are integrated they beco e vital farts of the daily 
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classr om experience . They alsc provide new ways cf experiencing 

and learning. "They are the horizcntal bands that cross the many 

seemingly separate vertical compartments cf the curriculum and 

pull them into a whole. 11 &0 

5. The Develo~ment cf Drama in Schools in _reat Eritain 

Parallel with the growth and interest in creative drarratics in 

the United States, child drama develCFEd in Great Britain. 1he 

name of Peter Slade, who represents the first gene raticn of 

educational drama thought in Britain, is syncnymcus aith 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 person in Britain tc make a 

positive public statement en the subject when he wrote in his 

first publicaticn, Child Drama, that the child has his own form 

of drama which is improvisaticn. 61 

Improvisation or, as Slade termed it , "sr:ontaneouE drama," is 

the common element in both Winifred Wara•s cr€ative dramaticE" 

and Slades•s ~child drama." Sla de wrote that children create 

their own stories and improvisations as they require themr and 

even if improvisation scmetimes uses stories frcm literature, it 

also involves creative movement and si::eech, er "language flew ." 

It was Peter Slade's view that child drama is an art ferro guite 
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distinct from th€atre as understcod by adults. 

Some twenty years Earlier, Franz Cizek, in Vi enna , had 

initiated a new attitude towards children and their art which was 

to accept tbe child as an artist in his cwn right. 62 This was a 

complete reversal of the earlier assumption that the child cculd 

not do better than imitate his elders. Cizek sought to define 

this c hild 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, 
guite shut off and isolated, following its own laws and 
not the la~s of grcwn-up people. 0 3 

Thus Cizek stated that children's art, although primiti ve in 

form, was merely different frcm, not inferior to, adult art. In 

1942, Wilhelm Viola, Cizek•s pupil, suggested that the disccvery 

of chlld art was parallel with, or perhaps a conseguence of, the 

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

and his own particular laws. 6 ~ 

This enlightenment was extended further by Peter ~lade in 

England , who, like Cizek, divided childhood intc varicus 

developmental stages. These stages reflected recurring attitudes 

of behaviour during which dramatic experience could belf imfrove 

many aspects of the child's life. 

In 1959, Slade delivered a lecture at the Eirmingham 

University summer Schoel, 

theory and its goals . 

Worcester, whi ch encafsulated bis 

Briefly my method is this: at infant stag€, tc develop 



individuality, a love cf scund, and then awareness of 
the group; to foster spontaneous Sfeech, movement and 
observable leadership. At 7-9 y€ars to canalise the cc­
operative energies of the gang during flay, which ~ill 
later help the adult to work in a team under strict 
discipline. The precess of catharsis afpears tc come at 
its deepest during these years, too, by 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 slew building of the bridge between 
Child Drama and the adult world in discovery of rrore 
truth about character, situaticn and flat ~hen stories 
and age old legends may be turned into pageants. During 
these years one intentionally develops the tremendous 
qualities (a) of absorption in the task done (necessary 
for all study) and (t) 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 personality, and no doubt tc the perceptions of 
truth affecting who knows what realms in the future •••• 

With the 12 year old I try to safeguard the climax 
of childhccd so that maturity is deep and unhurried . 
From 13 years onwards drama training should develop 
into three separate spearheads: 

1. Imaginati ve training for all. 
2. Social Drama for some {preparaticn for life, 

interviews, cultural behavior and situations 
of resfonsibility. Personal froclem plays . 
Service to others, etc.) 

3. Theatre for a few (final emergence frcm 
spontaneous speech via grcup playing, into 
the disciplines of the adult art.) 6 5 
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Thus, Slade's theory of child dra a attempted to chfnDEl and 

utilize the natural flay energies of children into a cohesive and 

self-expanding fcrm cf group activity. 

His follower , Brian Way, confirmed that Slade considered drama 

an important part of education, linking Uf •ith every subject, 

and as an aid to discipline and the three R's . 66 Slade made quite 

an explicit distinction between his integration of drama into the 

curriculum and drama as a valua ble out -of-sc hool activity ~ith 
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theatrical training as understocd by adults. 

By 1963, the Newsom Report, a Government White Faper on 

Secondary Education entitled B~!1 f~f lY!~i, refuted the ccnceft 

of drama as merely a teaching aid ir. the curriculum, 

production of a schocl flay. 

er as the 

!hough drama comes ty school tradition into the English 
field, it is a er eat i ve art embracing much man~ than 
English . Ferhaps its central Element is or should te 
improvisation. It invclves movement as well as 
words •••• Drama can offer something more significant 
than the daydream. It helfs boys and girls tc identify 
themselves .ith well-known men and women of whom 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 ether arts is net a "frill".... It 
is through creative arts, including the arts cf 
language, that young feople can be helped to come to 
terms with themselves more surely than by any ether 
route. 67 

This new concept of drama was effectively elatorated Ufcn ty 

Brian Way , who represents the second generaticn of educaticnal 

drama thought in Eritain. Working for many years with the West 

Country Children's Theatre COmFany he "ccntinually sensed a c hasm 

in educational thougbt, 1168 a chasm, which he believed was filled 

by Slade's first edition of ~hilg ]£~~~- T bis Cc D C € ft , iiay 

further extended into what was to bE known as "involveaent 

dramatics" or "i:articipation thea re." 

Brian Way 's wcrk as a dramatist clcsely paralleled his 

contribution to the development of drama in the schacls. "Drama" 

he said, "is ccncerned with expe~ience by the participants, 
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irrespective of any function of communicaticn to an audience.'' 69 

In his definitive book, Develo£ment 1hrough Drama, Way stated 

that "communication to an audience is teyond the capacities of 

the majority of children and young people, and attemfts to ccerce 

or impose communication teo seen often leads to artificiality and 

therefore destrcys the full values of the intended experience." 7 0 

Like Ward, Siks and Heinig in the United States, Way 

afproached drama in scheols through a series of carefully planned 

activities. He focussed these activities on various aspects cf 

improvisational drama, such 

movement and sound, speech, 

as concentration, imagination, 

sensitivity and characterizatien, 

improvisation, the importance of space, and social drama. He 

specifically advised the drama teacher net to imfose theatre 

11 shapes 11 on students, and to 

confidence has been estatlished 

discourage an "audience" until 

within the group. He further 

advocated that they refrain from a critical term of discussien. 

This he believed was essential since, "Theatre is undoubtedly 

achievable with a few--a very small rrinority; but drama, like the 

rest of educaticn, is concerned with the majcrity." 71 

1he dichotomy between drama and theatre has been challenged by 

the admirer and promoter of Brian Way's methods, Margaret 

Faulkes. Educated in theatre in England, she vas cc-fcunder and 

co-director with Brian Way of the ~ell-kncwn Theatre Centre in 

London. In 1975, Faulkes questioned the manner in which drama 

techniques were being adapted by a ateur psychologists and scme 
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drama teachers. She regietted that scme practitioners had teen 

diverted by the spectre of drama as a panacea fer all human 

problems and consequently bad become unccnterned about "the art 

of theatre, although their activities are labeled 'drama. 1 " 72 

Faulkes claimed that "to a great extent, these of us who have 

pioneered in creative drama are to blame for the increased use of 

our techniques in other fields." She believed that one 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 i 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 personal rather than drama 

development; still others argue that it is the basis for eventual 

drama experience; some deny its existence as a 

designating it as an educational tcol--a 

subjects.«73 

sutject at all, 

core for all 

Margaret Faulkes telieved that if the whole field of drama in 

education was viewed in terms of the definition of drama 

itself--"a set of events having the unity and progress cf a 

play"--then any course or programme of drama must include a 

beginning, a middle and an end. She outlines a course in ~hich 

the beginning, middle, and end of drama in education are 

interrelated phases of activity, incor~orating the educaticnal 

objectives of personal development and the artistic objectives of 
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drama develcfment. These three "phasestt are: 

1. Laying the Foundaticns: creative drama 
2. Awareness of Dramatic Art Form: improvisation 
3. Experience cf !heatre Art: theatre. 7 • 

As Faulkes faints out, the progression in drama from creative 

drama through improvisaticn to theatre should be carefully laid 

out, so that a student's responsitility frogresses from self 

{phase 1) to the group (phase 1-2) to the art form (phases 2-3) 

and ultimately tc the audience . 

Presently# in 1982 , twc outstanding leaders in the field, 

Gavin Bolton and Dorothy Heathccte , represent the third 

generation of drama thought in Britain . Eolton began his career 

as a mathematics teacher and became interested in the work of 

Peter Slade and Brian Way . Wellkno~n for the clarity of his 

extremely analytical tbinking 1 the author of many works en drama, 

he stated that in all drama certain frereguisites must be fresent 

before any profitable results can 

prerequisites include: 

Identificaticn cf group interests 
Stimulaticn;control cf group energy 
Commitment 
Congruence 
Finding a dramatic form . 7s 

te achieved . 1hese 

Bolton believed that when these frerequisites have been 

established, a drama teacher may te 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 



35 

overlap with the objectives: autcncmy; language development 

including expressive skills; social skills; theatre skills; and 

reflection. For , 11 in any one lesson a teacher may be structuring 

the work towards frerequisites, otjectives and aims 

simultaneously." 76 This is due to the fact that Bolten encourages 

drama to be primarily concerned with apfraisal, an 

affective/ccgnitive develcpment. 71 

Bolten, in his innovative and thought-frcvoking book, 12~ilQ§ 

.2: I..!:H~.QI..Y gf .!2I.21!!2 in Ed ucation, outlined a ferro cf drama lihich 

combines the two modes ·which Faulkes bad shown were often 

thought to be incompatibl€--child play and theatre. For learning 

to be worthwhile, Bolton felt that children's spontaneous 

activity shculd maintain the living-through gu alities of playing , 

yet be focused by the teacher using the elements of theatre: 

contrast, tensicn, surfrise and symboli2ation. Bolton preferred 

the verb "to rcle-Flay" rather that the noun "improvisation" 1ioben 

describing the drama frccess he advccated. He did concede, 

however, that the two are one and the same.78 

Improvisation has histor ically been a part cf theatre art and, 

in this century, has become integral tc actcr-training--as may be 

seen through the work of such theatre directors as Joan 

Littlewood, Peter Brook, Vicla Sfclin and Augusto Boal , to name a 

few . Bolton's pr€mise is that, through improvisation er rcle 

play, a student may gain a brcader, deefer and more personal 

experience , whether that experience is based on drama er theatre. 



Therefore, Bcltcn wrcter 

it can be said that drama and tbeatI€ are essentially 
the same dramatic art form. There is not a difference 
of status tetween them though there is a difference of 
intention and technique. It is not reasonable to arguE 
that whereas theatr€ can be both geed art and good 
education drama can only be good eaucati cn. Pupils in 
drama lessens may te trained in the use cf an art form 
irrespective of any bias lessons may er may not have 
towards performance. All geed drama and theatre seek 
the simple action to embody significance. 79 
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This significance bas also been Feinted out by the very 

effective methods used by Dorothy Heathcote. Heathccte left 

school at the age of fourteen tc work as a •eaver in a mill . She 

gained her theatrical training at the Northern Theatre School and 

was influenced by Budolf Iatan, J. B. Priestley ana London stage 

designer Mellie McArthur.so 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 net, as she says, "creative dramatics, rcle playing, 

psychodrama, or sociodrarna, but a conscicus emplcyment cf the 

elements of drama to educate--to literally bring out what 

children already know but don't yet know they know . " 8 1 She dces 

not use children to prcduce plays. Instead she uses drama to 

expand their awareness, tc enable them tc leek at reality through 

fantasy , and to see below the surface cf acticns cf tr.eir 

meanings. scme of her techniques involve "evoking," "edging in,n 

"Brotherhoods," "segmenting, 0 11 building beliefs," "d r c F ping to 

the Universal," and using "role" in teaching . She relieve~ her 

methods build "vclume within the student--guality education as 
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opposed to guantity . 11 a2 

Therefore , it may be appreciated that , through such inncvatcrs 

as Slade , Way , Bolton and Heathcote , the 1982 Calouste Gulbenkian 

Foundation Report on Ih~ Arts in Schocls in Britain wa~ atle to 

base its first argument in s upfort of the arts in the curriculum . 

Our arguments in this refort refer tc all of the 
arts- - music , dance , drama , poetry , literature , visual 
and plastic arts . We de not deal with them separately 
because we ~ant to emphasise what they have in 
common --both in what they jointly cffer education and 
in the problems they jointly face •••• 
As a result cf this Ingu i ry ~e see the arts making 
vital contributions t o c hildren•s eaucation in six nain 
areas ••• 

a . In developing in full variety cf human 
intellisence •••• 

b . In develo ping the ability for creative 
thou ght and a cti o n •••• 

c.In the ed ucation of feeling and 
sensitility •••• 

d . In the exploration of values •••• 
e.In understanding cultural change and 

differences •••• 
f . In develcping fhysical and percept ual 

skills •••• 83 

This philosophy reflects Peter Slade's theory that progress in 

drama may be linked to the child's sccial develofment . Through 

correctly applying various extern al st imulii , S1 ade l:elieve a, the 

teacher may effect learning and grcwing . 

differentiatEd tet~een theatre and drama , 

Though he strongly 

he believed that both 

child drama and children ' s theatre were importan t asfe c ts in 

childhood de velcEment . 

The report also reflects the theories cf Brian Hay who 

advocates that child drama should 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 th€atre te imflEmEnted 

into the programme. His asscciate, Margaret Faulkes, takEs one 

step further into the process by suggesting that improvisation 

should be the link bet~een creative drama and theatre. 

Furthermore, the refort ackno~ledges the tenefits reiterated 

by Gavin Bolton ~ho has attempted to find the element of game in 

drama by utilizing the technique of iole-playing in order that 

there might be a "change of understanding" in the child. Dorothy 

Heathcote has extended the integration of drama as a learning 

tool to include children in mental hospitals and reform schocls. 

Although these leading British frcpcnents of educational drama 

may differ somewhat in their approach to working with children 

they would undoubtedly agree with the fcllo~ing statement mad€ by 

Brian Way. 

Indeed it is true to say that drama, sc far from being 
new is clcsely interwoven in the practical 
implementaticn of beth the spirit and substance of 
every Education Act ever passed, especially the idea of 
the development of the !h£!~ child. But it must be this 
whole perEcn upcn whom our concentration is centred; to 
make drama another subject in an ov€rcrcwded curriculum 
is to shift the emphasis away fro~ the many 'whole 
fersons' tc drama itself.a~ 

"Much of Canada's theatre has teen ccnservative, colcnial ana 

derivative. " 85 'Ibis Etatement also afplieE to the status of drama 
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which has been heavily influenced by Great 

Britain and the Onited States. 

There was very little dramatic activity in Canada until the 

1950s, when Brian Way toured, lectured and gave many workshcfs 

across Canada, describing his nethods and philosophy of drama in 

Education . 86 Though this created a great deal of enthusiasm fer 

drama and its justification as a tool in education, it left many 

Canadians with a very superficial knowledge of what Brian Way was 

attempting to accomplish. 

A more serious result of these wcrkshcps was the sometimes 

unsuccessful adaptation of exercises and techniques originally 

conceived for use in the British culture. 1he attempt to adapt 

elements from cne culture to another, when only a superficial 

understanding existed , often led to cases cf antagonism in the 

schools. 

A second wa ve of influence came in the late 1960s when 

American Viola Spclin , the promoter of "Theatre Games", visited 

Canada and ccn atcted a number of workshofs. These workshops were 

based on her theories of using games and improvisaticn as one way 

into drama . They had been developed frcw her experience and work 

with children and adolescents in a settlement-house theatre and 

later in the Chicago Experimental Tbeatre . 87 Their primary goal 

was the training cf lay actors and children within the formal 

theatre . It used the uncomplicated s ructure labeled Where , Whc , 

and What , to create imfrovisaticnal scenes which concentrated 
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upon solving a different protlem in each exercise er game . 

Spolin•s workshofs , ty using that fcrm of improvisation , 

deeply influenced a numter of feople in Canada . Subsequently , as 

knowledge grew cf the work of E. J . Eurton , Maisie Cctty , Alan 

Garrard , Peter Slade and Brian Way in England , of Winifred ward , 

Geraldine Brain Siks and Viola Spolin in the 0nited States , 

improvisation began to edge its way into Canadian seccndary 

education .. a a 

The growth of a philosophy for drama as a method and/er tocl 

in education developed during a feriod when sccial and political 

conditicns "opened up" in Canada . In the 1960's , Universities and 

Faculties of Education began to intrcduce courses using the 

techniques and philcscfhies of these fICpcnents of development 

through drama despite the problems of cultural disparities . 'Ihis 

Euro-~merican invasicn cf ideas , which obviously reached Canada 

after a time lag , 

amalgamation o f ideas . 

has led to an interesting and viable 

One perscnality who greatly influenced this develcprnent was an 

Englishman , Richard Ccurtney . He came to the University of 

Victoria , British Columtia , in the Spring of 1968 . There , fer the 

first time , Ccurtney attemptEd tc articulate reasons for a 

Canada- oriented degree programme in drama in education . 1his 

caused a highly stimulating inquiry intc the study of 

"developmental drama": the study of drama in education in the 

full sense of what he meant by that erm . This was the study cf 
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the way in which drama can t€ used fer therafy as well as 

development in almost any area of human activity. 

Courtney's influence in Western canaaa extend€d tc the 

University of Calgary where a Develcprrental Drama Course was 

initiated ~hen he became a faculty member cf that instituticn in 

197 1. At the same time other Universities in Canada, McGill and 

Toronto for example , began to educate teachers to use arama tcth 

as a "teaching strategy rather than a subject,ue 9 and to create 

"an appreciation for the quality of the process rather than the 

value of a product." 9 0 

As a consequence of the seal of respectability that arama 

appeared to achieve in Canada, a number cf frovinces commissioned 

reports, guidelines and/or courses of stuay for elementary and 

secondary schools. For example, in 1968 , the Ontario Institute 

for Studies in Education published~ ~2Y£§§ 21 ~1~11 !D Ih§2tr§ 

1he following year, the Frovince cf Ontario 

Council for the Arts commissioned a report which dealt not only 
. 

with the practical and artistic aspects of theatres , but also 

with the audiencE, the community, and education. This report was 

titled The Awk \lard .§tag:~.i., The Ontario 'Ibea tre Stud_y !3~.E££1 • The 

first curriculum guideline for Dra atic Arts in Ontario was 

published in 1970 . 

Ministry of Education's fOlicy on drama within the Primaiy and 

Junior divisions , outlined in 1hg Fcrrnative 1§~~§, 1975. 

Suggestions for the implementaticn of drama was then provided ty 
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the Ministry of Education in putlicaticns such as Educatio n in 

th§ Primary and Junior Divisions, 1975, Q~£~£, 1976, ~Q~~ill§llt, 

1976, and the latest Curiiculum Guildeline 12~ Intermediate and 

Senior Divisions ~ Dramatic Arts, 1981. 

Other provinces also developed courses and 

guidelines for their schools. For: instance, 

curriculum 

in Alberta, 

curriculum §]iAg 12£ Drama--secondary ~fh221, 1970, Q£1!§!i£ 

Arts--Kinder~rten tc §!~~~ J, 197C, and Q~s~ Activities and 

Drama Guidelines, 1975, were issued by the curriculum Development 

Department of the Edmonton Catholic Schcols. More recently, in 

British Columbia, the Ministry of Education initiated Qfs!~ ~ 

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

A number of Canadian publications, dealing ·with the "how-to" 

of drama as distinct from the philosophy cf the methcd, also 

appeared at this time. Some were influenced by the work of James 

Moffett (TeachinB the Universe of Disccurse, 1968) and his 

language-art-based programme. O hers were influenced by Eudolf 

Laban (I)lg Master,1 cf I';ovement, 1971) and his creative <iance 

theories. Further, a number of publications were ccncerned with 

developing Canadian source material fer the content of drama 

classes, 

subjects. 

as well as extending dra a into otheI curricular 

The scope of the coverage can be gleaned from the title~ cf 

some of the more iropcrtant texts tba were fUblished in Canada in 

the late 60s and 70s: John Linn, e al , Language Patterns, 19 68; 



43 

Ba:rtcn, Booth, Buckles and Moore., l!2£QS!i'. Jan .tl!§ f~.§!, 1969 ; 

Murray Shaffer, When Words Sing, 1970; Joyce Boorman , fI!!1i~~ 

12~.!lf~ in Grades Four !Q ~.!.!, 1971; David Kemp, ]! .Cifferent 

ll~~mmg£~ An Ideas Book for Drama, 1972; cclin King, ! ~Egf~ 2n 

the Floor: A Planned A££roach to TeachinB D:rama, 1972; Bartara 

May McIntyre ., Creative Drama in the Elementary School, 1974; Alan 

Duncan and Judith Phanidis, g£Q!!ll9 Inside out , 1975 ; Eetty 

Keller., Taking Cf£: j H~aQBQOk £Qt Teachers of Creative ~Ig~g, 

1975; Grace Layman , Educational Drama for .§ to 1~ y§g.£ 21.Q§., 

197 6 ; Sister 1heresa Craig, "Drama as a Tool in the Social 

Studies Curriculum," in 11.§~!!!§ TranslatiQB 1.h.§-9IY .il!.12 

fraf1.if~, 1976; and R. c. Hawley's Value Exgoraticn Thr cugh 

.B.21g.:E1~.l!.Dg 1 1976. These texts and articles are typical of the 

holistic thought that has evolved in Canada, exemplified by the 

Worth Commission on Education Flanning putlication in 1972, A 

Choice of Futures , which advocated a 11 perscn-centred scciety" in 

Canada. 91 

By the 198Os, the inspiraticn and fctndaticn of developmental 

drama --creative drama and theatre games--had moved intc a 

drama/theatre arts programme in high schools, called "dramatic 

arts." This was typified in the rationale of the Ontario Ministry 

of Education , which stated that it was an attempt 

more specific and crdered curriculum development, 

to f:ro vide a 

through a 

practical , experiental subject involving the whole person in 

imaginative situations. 92 
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In Canada, in 1982, the dramatic arts may te seen as an 

Ofpcrtunity to involve children and young people in exferiences 

at levels of personal invol vem ent which lead tc the clarificaticn 

of values, perspectives and attitudes. '!he objectives of the 

Ministry of Ontario's Dramatic Arts, 1981, clearly summarizes the 

Canadian philosophy of drama/theatre in education: 

1 • Th.e development of personal resources .. 
2. The acquisition of an understanding of self in 

relation to others. 
3. The pr act ice of communication skills. 
4. '!he stimulaticn of a sense of inquiry and a 

commitment to learning. 
5. The creation and appreciation of dramatic art 

forms. 93 

Professor John Ripley, of McGill University, in tbe recent 

international meeting of "Drama 

Austria , expressed a Canadian need: 

in Education" in Villach, 

Universities are uniquely situated to undertake 
Developmental Drama research. If instructors are 
prepared to introduce cours es and draw upon the 
resources availatle in ether disciplines, our 
classrocms could become in effect research lal:cratories 
which could vastly increase cur kno~ledge of Drama as a 
tool of affective education , and perhaps even pave the 
way for the interdisciplinary, Etudent-centred approach 
to educaticn as a whole which we need so desperately. 9 • 

Thus , though MinistrieE of Education apfear to be confident that 

the gcals and cbjectives of drama/theatre in education will be 

attain~d, there remains a need for thE healthy investigaticn, 

evaluation and communication between practitioners in the 

Universities, in order to clarify their orientation in the 

teaching process. 
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7. The Develofment ~ng Influence Q! 1h~ International Ih§2!!§ 

Institute 

International interest in the expansion cf education as a 

whole , and drama education in particular , developed following 

World War II . In 1947 , the International Theatre Institute 

(I . 1 . I . ) was set UF by u. N. E. s. c. o. It was founded to fester 

international ccoperaticn thr ough theatre and , in 1951, in Cslo , 

Sweden , the following resolution was adopted : 

Since it is cur belief that theatre exercises a great 
influence on young people , develcping artistic 
sensibility and creative imaginaticn , an appreciation 
cf human character , a love of team work and sense of 
harmonious ccllaboration , and the theatrical public of 
the future, the Fourth Congress of the I . 1 . I . decides 
to deal with the subject of the theatre for youth .ith 
ene rgy and purpose , and charges the executive ccmmittee 
to prepare a conference on this subject as soon as 
fOSsible . ~s 

Consequently in April , 1952 , under the Cultural Committee of 

the Treaty of Brussels Powers , a conference as held by 

U. N.E. s . c. o. under the chairmanship of Leon Chancerel . Philif A. 

Coggin summarized the propcsals made by the committee on 

children 1 s and young people's dramatic activity , 

chairmanshif of England's John Allen: 

ur.der the 

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

2. Teachers and youth leaders should te trained in the 
necessary technique~ . 

3. International machinery should te established fer 
th e exchange and dissemina icn cf information . 

4 . Education authorities for all grad€s should frcvide 
facilities fer theatre performances cf real dramatic 



value net only on school holiaays but also en schocl 
days# it teing admitted that the art of the stage 
performance is a powerful educational factor . 96 
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Thus , for more than thirty years, International organizations 

as well as countries and individuals ha ve advccatea the use cf 

drama in the curriculum. Although there is a great deal yet to be 

done, drama has been positi vely seen as an Art that facilitates 

the transition tetween Home and School, and School and Life. 

8. Abrid~ement 

This chapter traced the develcfment cf flay in education and 

its relationship to the develofment of drama in education . It 

outline d the develcpment of drama in schools in the United 

States, Great Britain and Canada. Today, although its 

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 to create theatre 

experiences for children. It will describe the eventual merger 

of the efforts of these artists and tea chers to tring the gifts 

of drama and theatre tc the ycung F€Cfle cf the community. A 

similar collaboration €Xisted in Nigeria in 

education, as will be shown in a subseguent chapter, 

traditicnal 

where the 

whole community flayed an imfortant fart in the educaticn of the 



young . Conse guently , a 

concept will justify the 
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reviEw of the develofment tcward this 

wcr th of a child focussed theatrical 

form for eme rging nations such as Nig eria . 
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Chapter III 

HISTORICAL AND 1HEORETICAL BACKGRCUND: 

THE CRIGINS P.ND CEVELCFMENT 

OF CHILDREN'S THEATRE AND PAR1ICIPATICN THEATRE 

1. Introductcr1 Statement 

Since 1963 , universities in Nigeria , thrcugh their Schools and 

Departments cf crama and Theatre , have t€en actively ccncerned 

with the integration of drama into the lives of Nigerian 

children . Ey their enthusiastic SUfpcrt fer the projects , the 

parents of Nigeria have shown their sclid affroval . This writer 

has been the directer of three such frogrammes in three different 

Universities , beginning in 1969 . It is her telief that , altbcugh 

creative dramatics and theatre ferfcrmed by children are valid , 

some a venues of adult - performed children ' s theatre should be 

explored . The writer therefore considers the follcwing trief 

historical survey tc te necessary in flacing her subseguent 

"educative theatre" proposals into perspective . 



Children's Theatr€ may te defined, 

pre se nta ti on 

performed by 

aimed at involving an 

adults (though a child 

60 

in 1982, as a dramatic 

audience of children and 

may le used in a child's 

role). The level of participation cf the child audience varies 

from simple audience observation to role-playing and aecision­

making on the part of the audience. 

Although children's theatre as a mo vement is essentially a 

twentieth century fbencrrenon , 1 histcrically, children have been 

in the audience or on the stages of theatres since the beginnings 

of dramatic art. Their presence in the audiences of the Far East , 

Asia, Europe , and America have indicatec participation jo varying 

types of theatrical or ritual activity existed for social and 

educational enrichrrent . 

The Greeks performed their great trageaies with children in 

the audience, as well as in their casts; the Medieval Mystery and 

Morality plays used young children to play angels and little 

devils; while, in England, ccmpanies cf young boys, who were 

highly skilled performers and eviden ly guite satisfactory in 

their parts , o€rfcrmed (notably in '-Omen ' s roles) 

Shakespeare's day . 

for adu lts in 

In the English -speaking world, 

specifically for the young was written 

the first play designated 

tet~een 1553 and 1558. 2 a 
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li~ Interlude for Children tc Pla1 Named Jack JugglerL Beth ~ittY 

~nd Very Pleasant , was not Ferformed by adults for children, tut 

vice versa . Ccnsequently , it does not technically fall intc the 

realm of children ' s theatre . Undoubtedly it was directed ty 

adults , therefore may te termed children's drama- - an all-

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

In mid-seventeenth century France, Jean Racine, one of the 

greatest pla}wrights of the day , was ccmmissicned to write Flays 

for performance by young girls attending Mme . de Maintencn's 

school in Saint - Cry . 3 Though these plays , Esther and Athalie , may 

have been used in the schcol , they seen found their way into 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 theories of Jean - Jacques 

Rousseau , Mme . Stephanie de Genlis , wrote moralistic flays for 

children of the French aristoc racy to ferferm for children . • She 

was concerned ~ith the spiritual needs of children as 

individuals. "as Ofpcsed to half - formed adults with few develcfed 

needs, which was the ccntemfcrary way cf regarding children . " 5 

This new tradition in theatre was 

elsewhere . Even when theatre became 

net leng-lived in France er 

a family affair the Flays 

were speaking to several age levels rather than specifically to 

the younger generaticns in the audience . 

In the eighteenth century , children ' s theatre appeared in 

England not in the form of scrip ed plays cy playwrights tut as 
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the beginnings cf the famcus English fantcmime . The tradition of 

the family audiences at the English Pantomimes continues tc this 

day , although much of the humour is directed to the adults , the 

plot or storyline is aim€d at the ycungeI members of the 

audience . 

In o her parts of the world such as South America , Africa , 

Asia and the Far East , children ' s plays were not produced or 

written specifically for children . Children attended theatrical 

performances as a fart cf their ccmmunal life . These traditicnal 

performances were strongly ritualis ic , with dance and music 

playing a major part . The shadow-pupfet flays of the Far East; 

the masked Korean dance plays; the religious flays of Titetan 

Hindu fables ; the Jafanese Kabuki dramas; and the Chinese Ofera , 

were all examples cf theatre where children ~ere egually accefted 

in the audience . In Africa and South America , children have 

traditionally ceen expected to farticifate as audience members in 

the annual festivals to their gods and ancestors . Lessens are to 

be learned as the child watches the ritualistic festivals or 

listens to the traditional storyteller telling and retelling the 

tales and myths cf his feople . 

Therefore , as shewn by the foregcing , fricI to the twentieth 

century , children were accepted as fart cf the adult - oriented 

traditional theatrical life of their ccmmunitites . However , at 

the beginning cf our century , a new phenomenon , children's 

theatre, arose which was froclai ed ty the well-kncwn American 

storyteller, Mark 1wain, as "cne cf he very great inventions of 



63 

the twentieth century . 116 Presently , in the last guarter cf cur 

century , children ' s tr.eatre has become an important wcrld - ~ide 

aspect of our cultural life . 

3. Children ' s 'Iheatre in the Twentieth Centur1 

(i) Eastern and Western Eur o£ e 

Early in the evcluticn of the United Socialist soviet Reputlic 

( U • S • s • R. ) , the s ta t e accept e d the fa r re a ch in g cc n s e q u e n c € c f 

the pedagogical and sccial gcals cf the theatre . 'Ite first 

professional theatre fer children in the aorld ~as opened in 

191 9 , in Moscow . Natalie Satz , a dynamic ycung woman and "mcther 

of Soviet children• s theatre ," founded the Fir st State 'Ihe atre 

for Children . 7 'Ihis theat r e presented flays by adults fer 

children in order to help them to cope with the Ufheavals caused 

by the recent revcluticn . Early Soviet plays for children 

contained themes which reflected a character ' s triurrpb over the 

typical hardships of war and revolution , thus giving the viewing 

children hope tc continue . 

A repertoire which included ~g]g1i , a heroic fairy tale from 

Kipling ' s Jungle Beak ; Nu r ser1 RhJmes , a dramatization from 

Mussorgsky; Th~ !:~.§h.e i!!l.Q 1h§ ~~2£ , a vaudeville from Scribe ; Ihg 

Nightingale, a lyric fairy tale from a story by Anderson ; Ihg 

f21~~ ~2~ , by one of the most gifted Eussian writers, Alexei 

Remizoff; and l f ID §2~1~I , a drama ·zation in Russian from ~ark 

Twain, was presented to children , heir teachers and guardians 
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throughout the ~eek . As well , Constantin Stanislavski , the great 

Russian theatre diiectcr cf the Moscow Arts Theatre, also 

produced theatre primarily fer children . 8 As a director , be 

insisted: "It is necessary to act for childr€n as well as adults, 

only better . 11 9 

After the Russian Revoluticn , Lenin , who is protably 

resfonsible for the state of all the arts in the USSR tcday, 

insisted that the arts flay a key role in the shaping of the new 

ideclogy among the Russian peasants . 

It was quickly discovered that fOCI guality and boredom 
in the thEatre would undo the pedagogical hcfES held 
for the arts, so high standards and entertainments ~ere 
made priorities. The result ••• has teen a generally good 
children's theatre , which is cfficially recognized a 
part of the total educational exposure of the child . 1 0 

An American , ~oses Gcldl::erg , who had researched ctildren•s 

theatre in the o. s . s .R. and other socialist countries , claimed 

that there were over fifty highly subsidized regional children's 

theatre companies throughout the Soviet Unicn . He further stated 

that other Socialist nations , such as Czechcslcvakia , Yugoslavia , 

and Romania also had excellent children ' s theatres . Gclat:erg 

believed that without ccmfromising their artistic standards , the 

soviets had succeeded in inculcating the Socialist morality 

through their theatre fr o grammes . 

In Western Europe , plays for a youthful audience were 

available at the Theatre du Petit Monde in Paris , as early as the 

1920s . 11 One of the most influential leaders of the children's 

theatre mo~ement ~as the Frenchman, Leon Chancerel. !:le was 
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r esponsible for organizing most cf rance 1 s children's theatre 

and th e t eaching of their leaders . 1his dynamic man , who worked 

for UNESCO and the promotion of the arts until his death , said in 

19 5 2: 

The r e is in children a thirst for the marvellcus and 
even more , a need for laughter and emoticn . I! fil]§l ~§ 
.fy_lfib.1§51 • The imfres.sicns of childhocd always remain . 
It is necessary that they be worthwhile . Children whc 
do not laugh become disillusicned men . Those whose 
hearts are not touched becom e men with hearts cf stcne . 
It is not to men that it is necessary tc t each love , 
but to children . 12 

This "fulfillment " was found in Italy through its well - known 

maricnette theatres , as well as a number cf ether prcfessicnal 

children ' s theatre ccmpanies . The Teatr c per Ragozzi, in Milan, 

which opened in 19~3 , was to be the first professional theatre in 

Italy to perform all year for yo ung FECple . Touring througbcut 

northern Italy in schools , it attracted some gcod actors and , as 

Goldberg pointed out , "highly moralistic" playwrights . 13 

For the Austrians , as with the Italians , there was little 

concern for the aesthetic , educational or social values of th e 

theatre. As a result , the productions in the Theater der Jugend 

in Vien na were held to "exist fer children because theatre 

exists , and for no special reason beyond that . " 1 4 

On the other hand , in Germany , 1lays fer child ren in schools 

as well as for professional theatres , have an old traditicn . 

Recent efforts to make theatre more relevant to he ir ycung 

audiences may be seen in West Eerlin's radical cataret theatre 

for childr e n . ~his co mfany froduc es original material •hi ch has 
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been improvised and develop€d by young pecple. 15 

In Scandinavia , a great many of the ccmfanies which were 

established during the middle sixties ccncentrated on work for 

young audiences. 1 ~ They were influenced 

theatres frcm the United States and, 

ty experimental 

though some of 

grcup 

these 

companies are still active today , their working methods and aims 

have changed ever the years. 1he Sw€dish Jester Comfany 

(Narrengruppen) and the Danish Ccm1any of Christianshavn 

(Christianshavnsgruppen} are t~o which have had a significant 

influence on Scandinavian children's theatre. 

Children•s theatre began to emerge in England before the turn 

of this century. !he Bensonians, under the direction of ~ir 

Frank Benson, toured plays specifically for children tc the 

Public Schccls.1 7 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, Bertha Waddell tegan to tour schccls 

and theatres with her Scottish Children's 1heatre. This comfany 

was fortunate enough to continue its work until the late 1960 1 s, 

whereas many English theatres were forced to disband due to poor 

financial support . 1 q 

During the thirties, before his wcrk shifted frcrr fcrrnal 

theatre to Child Drama , Peter Slade was 

pioneers in childr€n • s theatre . He 

separate theatre companies: the Fen 

cne cf England 1 s foremost 

toured schools with . two 

Flayers and the Paratl e 
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Players . 2 0 1hough both companies closed in 1938 , at least tEn new 

theatre companies , all ccmmitted tc ferfcrming plays for ycung 

audiences , were established by 1940 . 'Iwo such companies , launched 

in 1948 , by Caryl Jenner and John English , grew into the well 

known Unicorn Theatre fer Yeung People in London and the Midland 

Arts Centre in Birmingh am , respectively . 

By 1953 , Brian ~ay established his Theatre Centre , London , 

with Margaret Faulkes . This company was to become the laboratory 

for Way ' s e xperiments with Participation Theatre for children and 

young people . Today , almost thirty years later , it has produced 

seven companies , off - shoots from the theatre Centre which tcur 

schools in the United Kingdom , using material , most of which is 

written by the prolific playwright , Brian Way . 

The status of theatre f or children has bee n descrited as 

"booming" in England . 1here are now so e sixty professional 

theatre groups working for c hildren in Britain . 2 1 Roughly cne 

quarter of them , including the Durham Children ' s Theatre and 

London's Unicorn Theatre , spe c ialize in children's theatr e , ihile 

the rest ar e co~munity theatre groups with policies whi c h feat ure 

specialist work ~ith children . rgland is therefore in the 

fore front cf countries which promote an intense interest in 

drama/theatre as a process in deve lcping the child in e ducation . 

As well , " England has ••• a well estatlished •traditicnal' theatre 

offering primarily fclk tale material , and a second generaticn 

activist theatre seeking social and folitical change . 1122 
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It was through the Children'E Educaticnal Theatre (C.E.T.) cf 

the Educational Alliance in New York City that the trend, which 

would later become children's theatre, grew . In 19C3, under the 

inspiration of America's "mother" of children's theatre , 

Minnie Herts, C.E.T. was conceived. 

he Children 's Educational Theatre did net develop to 
demonstrate a pedagogical theory, tut simpy to supply a 
hitherto unsupplied though universal demand --t he demand 
cf children and young people for interesting 
entertainment .2 3 

"lice 

Unfortunately, this project was clos ed in 1 908 , though Miss Herts 

continued to write and encourage the eEtablishment cf Children's 

Theatre throughcu the ccuntry. 

The first national organization dedicated to the estatlishment 

of non-commericial community theatre , The Drama league, was 

founded in 1910. 

in the community, 

Its purpose vas to stimulate dramatic activity 

as ~ell as produce children's theatre. 24 For 

example , under the influence of the league, Christadora HcuEe in 

New York opened a touring children's theatre, known as the 

Port an ... e.au Th at,. , in 1915. This thea re, under the direction of 

Stuart Walke r, performed at settlement houses , private homes and 

churches in the New York area and, later, na ionally. In 

addition, Karamu House in Cleveland tegan as a Negrc Arts Centre, 

but soon began tc prcduce plays for the enric ment and tetterrnent 

of all the young settlement ferfcr ers . 25 
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Professional ccmpanies for yo ung audiences also tegan tcuring 

around the naticn . One comfany , which was to last foe nearly 

thirty years , was founded by a British - trained actress , Clare 

Tree Major . 26 Altho ugh her ccmfany in New Ycrk City initially 

geared its ~ork tcwards producing fairy tales for children , ... 
l. \.. 

eventually produced scripts based en dramatic lterature \hich was 

being studied in schcols . consequently , it may be considered the 

first group in the United States which ccrrElated schoclwcrk with 

professional theatre productions . 

The Kenneth sawyer Goodman School of trama of the Art 

Institute of Chicago was another civic - criented project unveiled 

in the late twenties . Charlette Barrows Chorpenning tcck over its 

leadership in 19 3 1 , where she devcted herself to writing 

children 's flays and thus estatlished The Goodman Theatre as the 

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

The next two decades have been descrited as years cf exfansion 

rather than experimentation . Ey 1944, the first real attemft to 

organize all the varicus asfects of the children ' s theatre 

movement was made . The Children ' s Theatre Ccmmittee (C . 1.C . ) cf 

the American Educational Theatre Assccia ion (A . E. T. A. ) was 

convened by Winifred Ward at Northwestern University in Evanston , 

Illinois . 28 When A. E. T. A. 

Theatre Association (A . T. A.), 

changed its name to th e American 

C.T . C. became the Children's 

Theatre Association of America (C . 'I . A. A.) . Today , the C. T.A . A. is 

the strongest national influence 

children 's theatre. 

for the encouragement cf 
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With the increase in professional theatre cfferings f er 

children , came the great influx of fUblications of c hildren ' s 

plays and writings on the subject of children 's theatr e . Th is 

indic ates that not only on an individua l and community l e vel was 

children ' s theatre seen as a imfcrtant adjunct to Ihea tr e , but 

also en t he national level . 

Harold Oaks of the University of 0ta h has stated th a t th e only 

term whic h can accurate ly descri be theatre i n the Unite d States 

is "div ers e . 1129 Icday , in 1982 , he bas re ported that there are 

about 250 children ' s theatre c ompanies . 

Many wor k ~i t h scripted material , tut a number develcf 
the ir material imfrovisationally . Subject matter may 
deal with such varied topics as the metrics syst em , 
personal relations , family r e latio n ships , histcry, folk 
an d fairy tales , etc . A few compa n ies deal ~ith 
political er social frcblems . 3o 

Thus , it c an be seen that , in the United State s , theatre fer 

young people is seen as a f O~erful tool , us ed both fornally and 

informally . 

The first professional ccmfany for childre n ' s theatre in 

Canada ~as established in Vanc ouver , British Cclumtia , in 195 1. 31 

Many of t he plays that were performed ~e r e typical American plays 

of that pe riod : Cinderella , Hans Brinker 2]Q 1h~ Silver Skates , 

The Indian Ca£2111.§ , and X2.Y!l9 Abe Lincoln . Until 1973, this 

com pany , the Holiday 1heatre , provided twc i nds of theatre for 
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children : large proscenium plays for the Vanccuver area and 

smaller touring plays fer the rest cf the piovince . 

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

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

Centre, Les Jeune ccwediens and Theatre Hour Company . Each 

company provided Cpfcrtunities for young artists to gain 

professional experience . Fortunately , their wcrk was taken 

seriously since they were given seriots 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 of ccmpanies performing in 

schools and in community theatres for ycung audiences . This was a 

result of the government policy based on a decentralization and 

democratization of the arts , whereby the Opportunities for Ycuth 

Programme (O . Y. f.) was founded . This later beca e the Lccal 

Initiatives Prcgramme (L . I . P.) which enccuraged experimental 

companies such Victoria ' s Company One tc develop and flourish . 

Unfortunately when government funds ceased , so did many cf the 

companies . 33 

Most groups committed to producing theatre for ycung feople in 

the 1980s tour extensively , utilize "peer theatre" techniques and 

frequently create and perform didac ic er political flays . 3• Fer 

example , t be catalyst Th eat re, he Arete Conte mpor ar y Mime 

Troufe , Theatre Calgary's Stage- Ccach players, the Carousel 

Theatre , the Manitcta Theatre Centre , the Glche Theatre cf Regina 

Saskatchewan , Le Theatre de la ar ille cf Quebec , the Green 
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Thumb Theatre for Yeung Eeople of Vanccuver, the Kaleidcsccfe 

Theatre and the Bastien Theatre cf Victcria , all tour extensively 

specifically for ycung pecples' theatres. 

Canadian pla1wrights and publications tased on children's 

theatre have also emerged in the last fe~ years . Henry Beissel , 

Carel Bolt, Rex Deverell , Dennis Foon, James Gitson , Liz Gerrie, 

John Hirsch, Betty lambert, Eric ·Niebel , Sharon Pollock , Dodi 

Robb, Carole Tarlington and Jan 1russ are cnly a fe~ of the 

authors worthy cf mention . 

In 1979 , Joyce Doolittle and Zina Barnieh wrote in ~i££Q£ Qf 

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

In 1982 , Doolittle wrote this updat€d view: 

because so many ycung professionals - - 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 lnternationale du Theatre 

pour l'Enfance et la Jeunesse (A.S . S.I . T. E. J) in 1964 , Children's 
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Theatre becarng an international mcvement . This organization 

encouraged t e fro1110 tion of children's theatre toth in 

productions and research throughout Eurcpe and the rest cf the 

world. Its goals are set down in its charter as follows: 

1. To F rornote 
between all 

con tacts and interchange cf ex fer i enc e 
countries, encouraging theatre artists 

mutually acguainted so as to estimate 
work, and in this Sfirit influence the 

to become 
their own 
public . 

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

J . To introduc~ and support, at its discretion , 
proposals made to ccmfetent national and 
international authorities, for furtherance of its 
work. 

4 . To promote the formation , in ccuntries vhere there 
is none, of naticnal associaticns uniting all 
organizations and persons interested in theatre fer 
children and young people .37 

rhis organization which includes a memtership cf ever fcrty 

countries, has had a great influence in frcmoting 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 o ened channels fer a free 

exchange of ideas , evaluation and assessment cf children's 

theatre work tetw€en professicnals . !his can only lead to the 

betterment that leon Chancerel expressed as a need which ~'.l!!.!:!§1 lrn 

f ul f i 11 e d • " 

For the purpose of this study , his review will ccnfine it~elf 

historically to the last fifty yearE 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 for children were written 

prior to the 1930s, each attemfting tc reflect the needs of the 

society at that time . For example, August Strin dberg's Swanwhite 

(1902), James Barrie ' s f~igr I~n ( 1 9C7), Ratindranath Tagcre•s 

Ihg £Q.§£ Q.ffi£§ (1912) , Jessie B. White's Snow White ~ng !h§ 

~§1:§I! ]!!2.~i.§ (1912) , Jules Goodman's 'Ireasure Island (1915), 

Luigi Pirandello's Ihg ~~I (1917) , Federico Garcia Lorca 4 s Ihg 

Billy-Club PUEEets (circa 1922), and Eugene Schwartz• Russian 

plays, such as Little Red Riding Hood , 'Ihe Hidden Treasure, Ih~ 

~no~ Q~f§Il, The Cit~ of PU££Ets and A Distant Land. 

Many children's theatre scripts were dra~n from the great 

works of literature and from cultural heritage . They were written 

either directly fer children or suitable fer children . such a 

plan is successful only when the adaptation is gocd theatre and 

not merely the original rearranged as dialogue . 

The follcwing chart was ccmpiled tc visualize children's 

dramatic literature chronologically , with particular reference to 

its changing sources , themes and torics being used cy 

playwrights . It is by no means a comflete list , tut it is an 

attempt to identify the ~ajor flays and; or literary works ~hich 

influenced subsequent scripts . 'Ihose which helfed tc initiate new 

and relevant thought in children's dramatic literature ~ere 

enrich_d mainly during the 1970s, by a healthy assortment of 

participa ti en theatre scripts . "Participation theatre" refers to 

scripted drama , in which "planned , in ended , 
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93 2 
935 
93 5 
9 37 
937 
937 
93 9 
939 
941 
944 
9 45 
947 
94 8 
949 
951 
9 52 
954 
9 55 
955 
957 
957 
960 
962 
963 
964 
964 
965 
96 6 
96 6 
9 6 7 
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TAB LE 2 

Exampl e s of Pl ays Writte n Specifically for Children 1932 - 1980 

PLAY 

Alic ~ in Wonde rland 
J a ck an d t he Be anstalk 
'I om Sa wye r 
T~e Ind ian Captiv e 
'I he End of the Ee ginning 
Soul Go ne Heme 
The Gh ost of Mr Pen ny 
The Man With the Heart .• • 
The Christmas Carol 
RumpE l s tiltskin 
Pe t er, Pe t e r Pumpkin Eat e r 
The Lan d of the Dragon 
L)ok an d Long 
Huckl eb erry Finn 
Beauty an d the Be ast 
Arthur & the Magic Sword 
Ah e Li ncoln-Ne w Salem Days 
Ki n g of th e Golden Riv e r 
Th e Red Shoes 
Niccola and Nicol e tte 
wi nni e The Pooh 
Childhood 
Re yn a r d the Fox 
'Ih e I c e Wolf 
Androcles and the Lion 
1ingalary Bird 
Two Pails of Wat e r 
T~e Ri ddl e Machin e 
The Th war t ing of Baron . • . 
M_ an t o be Fr ee 

AUT HOR 

Eva Le Galli e nn e 
Charlotte Chorpenning 
Sara Spencer 
Charlotte Chorpe n ning 
Se an O' Cas ey 
Langst on Hughe s 
Rosemary Musil 
William Saroyan 
Martha Bennet King 
C. Chor penning 
M. B. King 
Madge Miller 
Ge r tr u d e st e in 
Frank Whiting 
Nicholas Stuar Grey 
Ke ith Engar 
c . Chorpenning 
Marge ry Ev e r nden 
Hans Josef Schmidt 
Alan Culle n 
Kristin Se rg e l 
Thornton Wilde r 
Arthur Fauque z 
Joann a Kraus 
Aurand Harris 
Mary Me lwood 
Aad Gre idanus 
Be th Lambe rt 
Rob ert Eol 
Joanna Kraus 

TYPE 

Adapt . of Le wis Carroll ' s novel for childr en 
Adapt. of Fairy - tale: religiously faithful to stcry 
Musical adaft . of Mark Twain ' s nov e l 
Historical 
Original Farce 
Poetic tragi - comedy , the death of 16yr . o d boy in ghetto 
Mystery-com e dy , ccntemporary and realistic 
Contemporary , life in the Depression 
Musical adaptation 

' Adapt . of fairy tale 
Ext ende d adapt ., made contemporary 
Chine~e style with original plot 
Morality tale 
Adapt . of Mark Twain ' s nove l 
Expande d adaptaticn 
Contemporary epic - story 
Historical conjectual character study 
Adapt. of classic 
F.airy tal e 
Criginal s ophisticated fantasy tale 
Adapt. of A. A. Milne's children 's story 
On e -act contemporary play: childre n and th eir parents 
Moral humanistic play 
Tragic tal e of Eskimo outcast , transformed into wolf 
Ae sop's fable , e mphasizes values of fre e dom , friendship 
*Absurdist , with participation , magic, comedy , suspens e 
Dutch absurdist farce , questions value place d on worx: 
Canadian fu uristic morality play about growing up 
Comedy wi h Participation , Brechtian el e me nt s 6 suspens e 
Conventional dramatization of historical e ve nt: ~laves 



19 70 
1970 
1972 
1973 
1 973 
197 3 
1974 
1975 
1975 
1975 
1975 
1976 
1976 
1976 
1977 
1978 
1 978 
-- -? 

1980 

Th e Hi de & Seek Odyssey • • • 
Almighty Voice 
Th~ Cl a m Made A Face 
V ilsal i s a 
Old Kin g Cole 
Names an d Nicknames 
Canadi a ns All 
Rags to Riches 
The Ccckie Jar 
Old Keig of Malfi 
Th e Moon cusser • s Daughter 
St e p on a Crack 
Bes t Presen t of All 
Man Oh Man 
Sk upper Duppers 
Oomeraghi Oh 
The ~indigo 
Grindling Gibbons ••• 
'Ihe Bell 
The Mirrorman 
Th€, Island 
Th e s t r ug g 1 e 
On Trial 
Magical Faces 
'!h e Ke y 
The Clown 
Ta e Price of Coal 
Rutbish 
Trave ll e rs 
Big Dea l 
Pow-Wow 
Polly the All-Action Dolly 
Ifans' Valle y 
The Naviyat ors 

(* Participation Scripts) 
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TAB LE 2 ( continued) 

Frank Gagliano 
Len Peterson 
Eric Nicol 
Joann e Kraus 
Ken Campbell 
James Reaney 
Stephe n Heatley 
Aurand Harris 
John Clark Donahue 
John Clark Donahue 
Joan Aiken 
Susan Zede r 
Dav id Macie enz ie 
Jack Zifes, trans . 
Flora Atkin 
Jan Truss 
Dennis Foon 
Brain Wa y 
Erian 'way 
Brian Way 
Brian Way 
Brian Way 
Brian Way 
Brian Way 
Brain Way 
Brian Way 
Belgrade Cov . T. I.E . 
Leeds T . I.E . 
Lancaster T. I . E. 
Belgrade Cov . '.I.LE . 
Belgrade Cov . T. I . E . 
Bowsprit Co Greenwich 
Lancaster T.I . E. 
Belgrade Cove ntry 

Contemp . drama de aling with death , identity, society 
*Moving historical Canadian play : class of cultures 
*Canadian Indian tales 
Russian tale 
Comic anti - establishment farce , with suspense & magic 
Comic script using language games and rituals 
Contemporary Canadian immigrant problems 
1rad . Chinese conventions to cre ate romantic morality 
Contemp . conflict between indiv iduals & institutions 
ContemF . problems of generation gaps in growing society 
Comic adv e ntures cf modern family relationships 
Crisis in modern di vorced family 
Contemforary gi r l questions Christmas 
Musi ca 1 q u er il 1 a t y p e d r am a 
*Eskimo ' s problems of sur vival in harsh climat e 
*Canadian a participation s c ript 
An Ojibway hunter ' s confrontation with Ice Spirit .•• 
*Swash - buckling adventure set during the Plague , Fire 
*A journey tc collect special ingredients 
*Toyman;Mirrorman each ~ith his own magic book ..• 
*Problems between Headman , wife , daughter & islanders 
*A free & mcdern adapt. of Pilgrim •s Progr es s 
*Audience/jury decide whether char . guilty or not 
*Themes : faces 
*Themes: keys 
*The clown who lost his laugh 
*The history of local coal - mining 
*Was~e versus re - cycling 
*A Prcgramme about gypsies 
*A Programme about land and housing 
* ' Primitive • life versus 'civilized ' life 
*A Programme on so c ial beha viour 
*A Programme about natural resources 
*The building of he railways 
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constructive, controlled and purposeful participaticn , " 39 ty the 

child audience is integrated inc a flay . 

A review of the preceding chart ~ill shew that the content of 

plays has changed quite drastically since the 1930s . During the 

thirties , forties , and even the fifties , it was fashionatle to 

present plays which borro~ed from er were adapted from the 

classics and fclklcre . Few had original flcts and the rare flay 

used actual histori cal characters . !hey were basically ijhat 

Richard Courtney called "adult - centred" in which an at tem i:t II to 

train children in the idea l isms inheren in their societies , " 

through the theatrical presentation, were apparent . •o 

The 1960s saw the teginning cf theatre for childrEn which 

questioned , searched and Cfened ne~ vistas for dramatization . 

Family conflicts , positions in society , the value cf wcrk , the 

acquisition of material wealth , identity , death were all subjects 

which were successfully presented in dcamatic form fer children . 

Playwrights , like no velists , began tc see the educational 

value of guestionir.g the past , analyzing the present , and 

predicting the future . Children were seen as beings whc had the 

potential to perceive , think , guesticn , accept , act and interact 

with their society . Fortunately , characters were nc lcnger teing 

presented as ideal models , but models with ahom children could 

empathize . Problems of the environment , human behavicur , 

attitudes , confrcntations , and very truthful situations with 

which children identify , were fresen ed fer them to reflect uron, 

discuss and sometimes a tempt to solve . 
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Thus, this type cf material led tc th e development cf 

11 pa rtici pa ticn theatre." Through participation theatre, 

playwrights have accepted that theatre can contribute to the 

education of their ycung audiences. iith the perfcrmance of the 

script, concrete cpportunities for sharing and creating a valid 

theatre experience, are offered. 

Brian Way, who may be called "the father of participaticn 

theatre," believes this "theatre exi:erience" has always existed 

within the realms of childhood: 

Audience Participation in Children's Theatre 
particularly with younger children -- is a phencrrencn 
that exists within the children themselves . The 
phenomenon is ctservable even by inexperienced 
observers, and an important truth is that nctody 
invented the phencmencn •••• All theatre, for whatever 
age group or kind of audience, calls for and even 
depends upcn the participation of the audience . For the 
majority cf theatre experience, the main areas of 
participation, however , are intellectual, emotional and 
spiritual , not necessarily in egual 
proportions--perhaps net always all three •••• whatever 
the motivations and otjectives of the author, er the 
method of i:rocedUIE of the cast and the directer, the 
factor of the live audience will have some kind cf 
bearing, thrcugh particifation on the mind and/or the 
emotions , and/or the spirit •••• They are part cf the 
theatre exfErience. 41 

Aurand Harris, the playwright, agreEs that particifaticn can 

give varie ty tc a frcduction , if it is used legitimate ly and 

sparingly . However , he feels 

it can never be the "blood and bcnes" of children's 
t heatre . From observing some children's flays, I f e el 
that audience particifaticn was net use d legitimately 
to he ighte n an effect, but to cover up inadequacies in 
the script and prcducticn . It apfears that audience 
participation is at times the only way scme producers 
know to gain and hold attention. le me, in t he t heatre 
a party is net a play.42 



Harris is unaouttedly describing the tyfe 
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of theatrical 

presentation where invclvement is seen as a reacticn tc the 

visual and aural expeience , as Cfposed tc an integral part of the 

production . The former is a theatre - centred experience , the 

latter is child- centred . 

"Child-centred" theatre , with fa .rticipation , refers to an 

involvement in which some role - playing is expected--rcle-flaying 

which demands that the farticifants cress the aesthetic line 

which separates the actor frcm the audience . ihe amount of 

participation may vary from play to play er grcup tc grctF , each 

forming is own style . 

The original type of participational play devised by Erian Way 

in the early 1950s invclved small groufs of very young children 

who were asked to join in (for example , by "wishing" together to 

make Pinocchio walk without any strings) , in crder that the flct 

could continue . 1his form tends to remain within the conte~t of 

"theatre , " whereas a later development of participational theatre 

explores the boundaries tetween drama and theatre. Here 11 a small 

grouf of actors begins with given roles and a given situaticr. but 

develops the character and/or the situation only in ccnjuncticn 

with the audience who are themselves endowed with roles in the 

sit ua tic n. 4 3 

The development of this form of heatre will be investigated 

with ether forms cf alternative theatre for ycung recFle in the 

next chapter . Nevertheless# in 1982, the term "participation 

theatre" is one ccrrmonly applied to 



a fully structured play with clearly delineated 
characters and situations whose developments and 
outcomes are given in the play. Ho~ever , the play 
demands or offers, as an essential part of its ferro, 
participation by the children present en the occasions. 
Such participation is nec essary for the full effect of 
the play and for its full appreciation by the audience, 
tut dces not significantly alter the course of its 
unfolding, although there are examples where decision 
making by the children may lead to alternative 
developments .•• 
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In the final aralysis, whatever the styles and forms of the 

presentation , the truest value of theatre for young people lies 

in what theatre essentially does,that is, to give aesthetically 

worthwhile experiences to their audiences. This is acccmplished 

only when 

director , 

all the 

designer, 

elements and particifants--playwright, 

manasement--work together in 

understanding that the whcle is greater than the parts. 

5 . Theatre -in- Education ~ng 11§ g221§ 

Since the 1930s , the importance of the arts in education has 

been recognized by governments, teachers and parents all over the 

world. There has been the establishment of a movement which 

promotes theatre fer children as a useful and effective part of 

society . Further , there has bE€n a develcfment in theories cf 

drama -in- edu caticn which promulgates its effectiveness as a 

teaching tool . 1hese are some of the influences which created the 

term, methods and ideologies of thea re -in- education (T.I.E.) in 

England . 
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The concept of 1 . I . E. incorporates the elements of ecucaticn, 

theatre , and drama . Forms may vary depending on the grouf and 

needs of the devising team. A recent definition of this new 

genre , by Tony Jackson in his informative volume , 

,Thr.QJ!Sih I.h.§2:.!.£~ ( 1980) , incorporates its many elements : 

a co-ordinated and carefully structured programme of 
work , usually devised and researched ty the ccrufany , . 
around a tofic cf relevance beth to the school 
curriculum and to the children's own lives , presented 
in school by the company and involving the children 
directly in an exEerience of the situations and 
problems that the t c pic thro.s Uf . It generally 
combines elerrents cf traditional theatre (actors in 
role and the use of scripted dialogue , costume and 
often scenic and sound effects) ; educational drama 
(active participation of the children in imfrovised 
drama activities in which ideas are exflcred at their 
cwn level ) ; and simulation (highly structured role-flay 
and decision- making exercises within simulated 'real­
life' situations) . • 5 

The first ccmfr.ay to use the latel Theatre - in-Educaticr was 

the Belgrave Theatre in Coventry in 1965 . Since that date as many 

as fifty companies have been formed in England , funded mainly by 

local education authorities . • 6 In Australia , the number of 

companies is growing every year since the Theatre Ecard cf the 

Australian Council has allocated eighty- fcur percent of its total 

funds into T. l . E. projects . • 7 In scuth Africa , theatre-in-

education multi - ethnic teams are evclving every year with great 

success• 8 while , in the United states , a number cf companies 

exist in New York , Arizona , and Califorria to name tut three 

States . In Canada , the first official company using T . I . E. 

techniques was founded in the early 197Cs in Vanccuver . • 9 1cday, 

the values found in theatre- in-educaticn ftcgrammes are becoming 

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

surveys of the experimental and guantitative research that 

hav e t_en made to evaluat€ the Effecti veness of T.I. E. Fiogrammes 

in schools have very often been limited owing to lack of time, 

money , and personnel. "Any evaluation that does take pla c e is 

usually be means cf questicnnaires to teachers and teaeher;team 

meetings after the perfo r man ce." 50 Yet Ken Botinson reminds these 

concerned that : 

Evaluation is a ~ulti-facete d pr ece ss . How it is 
tackled depends on (a) Who is doing it and fer 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 its wcrth and the differing 
perceptions of its worth. • •• Evaluaticn , in ether 
words, leeks at a programme in terms of the 
cpportunities which it provides for learning and not at 
what the children may or may not have learnt as a 
result of it. Evaluation looks at the i~fhing, net 
just at the children.st 

In 1974, Jo.hn C'Toole de vised an exi:eriment 11 to discover the 

£~~1 e ffect of 1 . I . E. where pa r ticipa icn is integral , total and 

shared as a group experience . 5 2 His results showed 11 th at it 

offered a more profound experience than a purely visual er 

auditory storytelling ." 

The general objectives of T. I . E. programmes are very similar 

to those of drama -in- edueatien i:rcgra es , though obviously tteir 

methods differ . Desmond Davis warns that T. I . E. Frogrammes ne ed 

tc concern themselves with the approFriateness cf their 

programmes as they appeal to different stages of development . 5 3 

The issues of length , structure , rhy s, the balance of dialegue 
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and activity, language, actor/audience rElaticnships, etc ., are 

the concerns of the play~right, or the ccmpany as thEy develcp 

the performance. 1hese issues will alsc concern the educato r ~ho 

needs to have scme understanding of theoc in choosing frogrammes 

for his charges and of ether educational work en the experience. 

Whatever T.I.E. presentation is proposed , ccnstructed and 

implemented into an exisitng curriculum in the schocls, the form 

must te concerned with comprehensibility 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 
understanding cf content and theme 
that. There must be an impact which 
feeling. 54 

them.... ~ere 
vill not achieve 
leads to altered 

Such programmes, initiated in any geographical area, must 

contain relevant themes and values. Tte 1982 Calouste Gulbenkian 

Report , Ih~ A£!§ in Schools, reiterated these pcints: 

a. educaticn is a mcral and a cultural undertaking and 
must respcnd to social change 

b . all teaching, from planning to evaluation, must take 
account of the lives that children and young people 
actually lead 

c. the arts are not peripheral tc education, they are 
fundamental ways of understanding and enri c hing 
experience which all childre n can and should learn 
to use and enjoy.ss 

Therefore, 

achieved, 

if the statEd goals of theatre-in-education are to be 

programme planners mus ccnstantly rememter that 

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

information. 
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6 . Abrid]ement 

The advent and growing acceftance 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 cridge he 

known traditional educaticnal mcdes cf Nigerian and other 

communities with modern edu cational systems . In crder tc rrake 

the investigation of adult - performed theatre for children 

complete , however , some attenticn must be faid to forms ~hich ar e 

alternative to 1 . I . E. and to formal theatre presentation , but 

which are potentially effecti ve in an educational context . In 

the following chapter s ome of these alternative terms will be 

described . 
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Chapter IV 

ALTERNATIVE DRAMAL1HEA1RE FOBMS ANC MODELS 

Throughout the twentieth century, 

many different nationaliti€s and 

theatre practiticners cf 

fClitical ideologies have 

experimented with various forms and techniques in an attemft to 

make theatre more relevant to society. lbe development of theatre 

with an educational purpose has already been investigated in 

previous sections of this study. It is the intention cf this 

chapter to illustrate scme of the techniques used around the 

world by selected ''alternative theatre" companies. Some of these 

techniques have teen specifically created and emfloyed fer use in 

drama/theatre presentations for children. Others are guite easily 

adaptable and afpropriate fer companies intent en fccussing their 

work toward young feople. 

1he methods of the companies descrited in this section have 

often found their justification in the need to establish the 

roots of theatre in the community. They have also been used to 

explore and extend the effectiveness of theatre as a teaching 

tool. Efforts to attain either er toth of these gcals are 

usually based on ideclogical and political fcundations. 
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Experiments involving these types cf theatre began in the 

1920s with Er win Piscator•s workers' theatrE. 1his ccmpany•s work 

was designed to stimulate discussion and therety force the 

audience urgeritly tc ccme to a decisicn about their lives. 1 

Bertolt Brecht also exflored new ways of using theatre tc educate 

rather than only entertain . 2 He FCOfosed a poetics in which the 

spectator delegated power to the character who thus act€d in his 

place; although thE EfEctator reserved the right to think for 

hirnself--often in Ofposition to the character . The American 

Living Newspapers , a creation cf the Federal Theatre Project of 

the 1930s, dealt vith relevant issues and events of the time 

quite explicitly and didactically. In so dcing , the performances 

suggested ways and means for change in the lives of the 

spectators. 

After the second World War, the number of theatrical 

experiments based on exploring theatre's role in society 

increased. Jerzy Grotowski , the £cunder-director of the Polish 

Laboratory Theatre in Wroclaw and author of 1'.Q!.2~Q§ g I:Q:Q.£ 

an ascetic theatre in which the actors and audiencE ar€ 
all that is left . All the visual elements are 
constructed by means of the actor's toay; the acoustic 
and musical effects by his vcice. 3 

Grotowski's work has had world-wide influence . For €Xamfle, 

Julian Beck's living Theatre in the United States , Eugenio 

Barba's Odin Theatre in Denmark and Eeter Cheeseman•s Stock 

Company in England . Today in France, Feter Ercck's Internaticnal 
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Institute for Theatre Research cf Paris exferiments , researches 

and travels in an attempt to find a universal language and form 

for 'Iheatre. 

In a recent article ty Peter Zeisler in 1hg~!fg Communications 

entitled "On Examining Theatre's Role," he states: 

The glory cf the theatre has always been its ability to 
function as the forum , the sounding tcard . We need tc 
use the potential of the theatre to interpret those 
•untold tales• . And we need to find the theatrical 
forms - -the mirrors- -th€ metaphors that are the uniquely 
theatrical way to tell those tales . ~ 

As a consequence of these needs , techniques must be found that 

are relevant tc a particular society . Therefore any style , 

method , or skill used ty "alternative theatre" troupes ijhicb can 

be adapted from and to ether cultures, must be investigated and 

appropriate techniques found to supplement er formulate suitable 

programmes . 

Quite often the original purpose of the technique arcse out cf 

the desire to integrate the audience into the theatrical event . 

Since theatre/drama is an event which depends on its 

participants , this is a legitimate cause of investigation . 

The social scientist and theatre histcrian , Richard Schechner, 

has offered this premise: 

Theatre corres intc existence when a separation occurs 
between audience and perfor ers . !be paradigmatic 
theatrical situaticn is a group of Ferformers 
soliciting an audience who may or may not respond by 
attending. 1h€ audience is free to attend or stay 
away--and if they stay away i is the theatre that 
suffers , net its wculd-ce audience. In ritual , staying 



away means rejecting the congregaticn •••• Ritual iE an 
event upon ~hich its participants depend; theatre is an 
event which depends en its particifants. 5 
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If this is the case, then possibly theatre needs to find the 

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

spectators may become participants who want and need to attend. 

Attendance and participaticn can change the ordinary into an 

Event--a "peak experience" as Abraham Maslow calls it. A diet of 

such Events is a necessity, since aesthetic experiences helf all 

ages of the society to enrich their lives more 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 technique, and the 

technique of integrating the actor with the audience. These 

techniques can te adapted to the culture of an emerging nation in 

order to produce a worthwhile "educative theatre'' for young 

people. 
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1. ,tl.Qg~l 1• KeJ:.th Johnstone: Il!!E!;:Q (1979) 

During the late fifties and early sixties while teaching at 

the Royal Court Theatre studio in Landen, Keith Johnstcne 

developed a series of improvisation-game techniques. 6 1hese 

exercises, scenarios and games became the tasis for his ccmfany, 

The Theatre Machine, and later for the pcpular Canadian extensicn 

called "Theatre SEcrts." 7 

What I did was to concentrate on relationships bet~een 
strangers and on tte ways cf ccmbining the imagination 
cf two people which would be additive, rather than 
subtractive. I develcped status transacticns, ••• word­
at-a-time games... •overload' techniques... and 
narrative skills ••• a 

These are just a few of the many strategies he adopted whereby 

spontaneity could te taught and te learned. 

The stages I try to take students through invclve the 
realization { 1) that we struggle against our 
imaginations, especially when we !IY tc te imaginative 
(2) that we are not responsible fox the content of our 
imaginations; and (3) that we are net, as we are taught 
to think, our •personaliities,• but that the 
imaginaticn is our true self. 9 

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

actors 

learn how to abandon control while at the same time 
they exercise contrcl. Tbey begin to understand that 
everything is just a shell. You have to misdirect 
people to atsolve them of respcnsibility. !hen much 
later, they become strong enough to resum€ the 
responsibility themselves. By that time th€y have a 
more truthful concept of what they are. 1 0 
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The following games and exercises may be played or performed 

in front of an audience. A moderator 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 is "extrinsic" 1 1 allo~s them to contribute 

toward the outccme o f the subsequent action . This satisfies their 

desire to be active l y involved in the experience . 1he purpcse er 

function indicated for each game er exercise illustrates the 

writer's reason for choosing it as a tasis for training in an 

"educative theatre" com fa ny in Nigeria. 



f1s.Y§f§: 
Instruct ions: 

Obs er vat ions: 

flg_yer,2: 
I n s tr uc ti on s : 

Observations: 
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Saying Yes jOr No112 

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

Flayer A says yes (or no) tc everything player B 
suggests. 
(Yes may be inferred with words such as 
certainly, very probably, of course, etc.) 
Both players must be fhysically involved in an 
action/situation. 
Answers may become blocked if a player becomes 
afraid of being humiliated in front of the 
audience . 
Player A should play a high or low status and 
thereby always yield to (or always reject) the 
cffers made by B. 
Flayers should cooperate and thus develof the 
action . 
Attention should be given not to turn the 
situaticn into an interview. 

'Io understand and acceft the implications of the 
status cf one's character. 
'Iwc 
Each player attempts to lower the other player's 
status while raising his own. 
Scene begins with a statement by A to which B 
respcnds ty lo~ering or raising his o~n status 
and vice versa. 
ExamFle: 
A: Haven't we met before? 
B: Yes, wasn't it at the yacht club? 
A: I'm not a member. 
E: School! 
A: That's right. You were in grade one. I was a 
prefect! etc. 
Status is one of the mcst universal themes and 
therefore easily understood by audience and 
players alike. 
Attention must be given ty Flayers net tc ccnfuse 
their own status with hat cf the character. 
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It's 'Iuesdayt4 

'Io "overacc€pt" statements and thereby learn to 
stretch the imagination 

f1~1~f§: Twc 
Instructions: A tells Ba fact. 

B respcnds to this inccnsequential remark with 
the greatest possible effect, ending with a 
simple statement. 
A then reacts with great fassion, etc. 

Observations: Example: 
A: It's Tuesday. 
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 jealousy) Oh that's all he 
ever thought abcut, that goldfish! He loved it 
more than me ••• 
When a short statement is reacted to and 
expanded, the scene may last for many minutes. 
The audience vill be astounded and delighted. 
They don't expect actors;improvisors to take 
things to such extremes. 

To allow 
situation 
manner. 

Pl,2.Y.§£§! Twc 

the participant 
and react of it 

to enter intc a 
in an unpremediated 

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

Observations: Can be very amusing for actors and audience, if 
the answers ar€ completely spontaneous. 
it demonstrates bow cauticus scme people are. 



g l a 1.§.£§ : 
Instr uc ti ens: 

Observations: 

f1!!Yg£§: 
Instructions: 

To learn to acceFt and adjust 
circumstanc€s within the situation. 
Twc 
A Flayer records a one- sided dialogue . 

tc 
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the 

B, who does not know the tape , must improvise 
with it , accepting the tape completely . 
Exam_Fle: 
Tape: Hello. (pause) No., no , me , I ' m down here on 
the footpath . (pause) I'm an ant . (pause) Pic.k me 
up , will you? (pause) Be careful, don• t step on 
my friend th€re (pause) etc . 
B cannot change the situaticn , he must accept and 
adapt . 

suggestions frcm 
worm , eardrum) 

dialogue while B 

Variation: A can accept 
audience {eg . bottle , 
improvise the one-sided 
and reacts to it. 

Stcr1telling 17 

the 
and 

mimes 

To learn to improvise within a verbal medium and 
to ccnnect or reincorporate previous information . 
!WO 
A tells a stcry foI thirty seconds with 
disccnnected material/ideas . 
B completes the story within thirty seconds 
somehow connecting all the elements. 
Allows the actors to "free associate" and speak 
s pon taneousl y, and then to "connect u and 
"reincorporate" informaticn . 
Audience affreciates it when actor is able to 
reincorporate elements. 
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To learn to improvise and ccnnect non-associated 
subjects within a situation. 

£1&Ygf§! 
Instructions: 

'I wo er more 
Audience is asked by mcderator to SUFElY wcrds 
which will form a disccnnected list {e.g. duck, 
rhcmboid, elephant's eggs, cactus, clock-face, 
beer, etc.) 
Actors imfrovise a scene using all the words in 
the list. 

Obs erv at ions: Actors shculd be able to connect this non­
associative list spontaneously. 

Rl!!Y.~n;:2: 
Instructions: 

Observations: 

Audience will enjoy seeing their contrituticns to 
the playwrighting become a concrete form. 
can be very amusing. 

8. Narrative 

To learn to speak confidently and spontaneously on 
any subject. 
1WC 
A interviews B who must ccnvince us that he is an 
authority on his subject. 
A must hold the expert tc the fioblem of answering 
his questions as rafidly as possitle without 
"hedging." 
Examfles: 
Expert whc turns pigs intc firestations. 
Expert who teaches hipfos to knit. 
Variations: ~oderator may ask the audience to 
suggest subjects. 
Examples : 
elephants •••• girdles 
How do you make girdles for elephants? 
snakes •••• cheerleaders 
How do you teach snakes to be cheerlead€rs? 
Audience will respect he exfert's ans~ers if he 
does not evade questions, but gives immediate 
answers. 
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S. Narrative 

R!~.Ygf§: 
Instructions: 

Observations;: 

To resfcnd as quickly as fCssible to .ords and 
ideas while retaining the essence and coherence 
cf a story. 
'Iwc er more 
First Flayer begins stcry with one word. 
Next player adds a vcrd 
story progresses in this fashion until it is 

tlf inished "· 
Players have nc opportunity to premeditate or 
"leadn the ,Flot. 
Players must force the mind not to tlock the 
imaginaticn and respcnd as guickly as possible to 
the previous vords and ideas. 
Play€rs who beccme "blccked 11 are removed from the 
circle. 
Audiences enjoy the highly unccntrolled 
unpremeditated unfolding of the story. 

Consequently, through participation in these games, a student, 

adult or child, may cetter te able to urderstand his role 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. '!he 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 wcrking in Beston, United 

States, with a theatie grcup kncwn as the Little Flags. 2 • She 

describes it as a fOlitical peofle•s theatre run by acticn-people 

who are out to de something about their world. 

Choosing sclidarity over the melancholic stasis of the 
solitary, these activists seize what time is left and 
use it, not for themselves excl~sively or even 
frimarily, but for everyone. Claiming its role in the 
people's life force, this positive, long term, deep­
going process, is people's theatre . With their trothers 
and sisters in the real wcrld, these theatre folks set 
cut to do something about themsElves, their art, their 
audience, their naticn, their world, and perhaps, just 
a bit beyond.22 

Klein's book 1heatre for !h~ 2~l, describes her company's 

method of working and its reasons for teing: 

like most classrocms, congressicnal halls, and research 
centers, most books in this ccuntry are net a 
preparation fer doing: they are a substitute •••• To 
avoid that stasis, that promised land which most formal 
educaticn prefaces us for, that land where you never 
have to put icur money where your mouth is, here is a 
possible, useful, workable handbock, for feople who 
want to do feople 4 s theatre.2~ 

For the purpcse of this study, outlin€s cf some scenarios and 

plans of action ~hich could be incorporated into any "educative 

theatre" context will be investigated. 

Klein suggests 

Only about 2% (of the pcpulaticn, go with 
reg ula ri t y {to the establish ent thEatre) • • • • this 
is a plan cf theatre action which frcpcses to serve 
other part of the populaticn net teing served 

any 
took 
the 

by 
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establishment theatre. 2 ~ 

Some of the examples list€d below are clcseI to "ritual" than 

to "theatre". Others arE the reverse. Fer perfcrmer and spectator 

alike--"those ijho need to experience their own fassion"--aie 

encouraged to act out their perscnal stories in their own 

" th ea t re • " 
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1. Pl~~! a Tree Theatre 25 

fY££Q§g: To create a theatrical event ty perfcrming a 
simple i::itual. 

fla1~~§: Any numter 
Instructions: Acquire a sapling. Make crepe fapei:: costumes 

with long , flowing, green streamers; paint your 
faces; get any type of musical instruments. 
Announce and advertise tbe day. 
f rocess , singing songs, a ancin g, etc. tc any 
clear uncontrclled piece cf land; on arrival 
enact a ritual that celetrates nature; flant the 
tree ; make a ritual dedication; disfei::se. 

Observations: This semi-prepared th atre piece can teccme a 
ccmmunal event. 
Variations: celebrate the building of a school, 
the com emoration of a tir h , death, new year, 
Etc. 

2 . Celebrate Someone Peo£le - Famous l] Your Communit126 

fl~lfil:§: 
Instructions: 

To create a theatrical Event ty acknowledging a 
perscnality in the ccmmunity . 
Any numter 
ChooEe someone to celebrate (one who is kind, 
courageous , does good things, long-living etc . ) 
en a piece of cardboard , draw the facE cf the 
perscn - to-be - celebrated ci:: blew up a fhotograph 
cf him o r her. 
On the advertised ay , an actor holds this 
replica in front of himself {so the real pErscn 
can sit tack and enjoy the event.) 
With the fanfare of musical instruments, the 
actor- with - mask comes forward and the reascn fer 
the celeb1:aticn is announced: "We hcnour so 6 so 
because • •• • " 
A short play may be enacted showing the honoured 
person doing his/her celetrated thing. 
A trophy (flcwer , pear, book) is given . 
!he actor joins the others to perform a finale to 
commemorate the honour: a dance , song, etc. 
Disperse. 
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3. XfYDS f~QI!§!§ Theatre of Celetration 27 

f1g.J'.§!:§ : 
Instructions: 

Observations: 

!o create a theatrical event by using an 
exfetience from a farticifant•s life. 
A class 
1. Sift through personal experience until you 
come up with something you want to re-experience 
yourself and share with ethers. 
2. R€call and write down your personal experience 
in as exact detail as possitle. 
3. Jf your experience involved more people that 
you alone, select ethers from the class to 
i:ortray whoever is n€eded. 
4. Together assemble any properties, clothing, 
furniture, scenic elements (made out of anything) 
to create your story. 
~. Improvise the event again and again. 
6. Rehearse it. 
7. Share it ~ith your audience. 
The participant/actor must become the writer, 
director, designer, etc. It is a liberating 
brcadening experience. 
Events may be tragic er ccmic, realistic er 
surrealistic; from everyday experiences to 
daydreams or nightmares. 
Actively seeing an idea thrcugh, from beginning 
to end, is of inestimatle value. 
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4. 1heatre in Homes for the Long-Living 28 

£1&yg,J;§! 
Instruct ions: 

Observations: 

Rb~y,gr§: 
Instructions: 

Observations: 

To learn from a theatrical event based on the 
farticipants• past experiences. 
Two, three or four players 
1. Get to knew the people in the project. 
2. After their mutual introduction to each ether 
and the establishment of a bend of trust, invite 
the people to tell stori€s al:out themselves. 
3. After some time, tell stories related to a 
theme: e.g. a school day, first love, mischief. 
4. The players then develop improvisations around 
those themes. 
!he improvisation should be so designed that 
person can use elements cf her/his memory to 
create a theatre piece in which everyone 
interact with everyone else. 

each 
help 
will 

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

To learn and empathize thrcugh group 
improvisation. 
any numter, divided into twc groups. 
1. Group A are told they are the workers in the 
factory and ~ere tc try a ne~ tack with 
manag€ment in crder tc understand their needs: 
they were to invit€ management to their hemes 
that evening and, over dinner, discuss their 
worker-needs. No matter what management dces to 
offend them, they are net tc act offende d. 
2. Group E are told that they are the management 
at the factory. They are to effend the wcrkers in 
order to get the workers to guit the plant sc the 
workers will not be entitled to a new retirement 
plan that will cost the rraragement more than they 
are willing to pay. If the workers are fired, 
management will have to pay the retirement: if 
the workers quit, the management de not have to 
pay. 
3. The groups are told their Flans of action in 
secret--neither know the ether's "secret". 
4. The improvisation is performed. 
It can be a rewardi g, instructional group­
unifying activity. 
It can then lead to Ferscnal story telling which 
can ce acted out as well. 
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Through the techniques described , the participants are able to 

act out their own ferscnal Th€at~e . Tht~ , the contritution 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 Augusto Boal has, since 1958, been evolving, 

practicing and frcmcting his «foetics cf the oppressea . « 3 0 He 

believes "tha t all the truly revolutionary theatrical g.rcu fS 

should transfer to the feople the means cf froduction in the 

theatre ••• • fcr theatre is a weapon , and it is the fEople who 

wield it! 11 31 

Baal's "theatre of the oppressed" focusses on the action 

itself . He advccates that the "spectator" 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 of acticn 
in all its fullness . He toe must be a subject , an actor 
en 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) ma.king the bod} exf:ressive; (J) the theatre 

as language ; and {4) the theatre as disccurse . Examples cf Baal's 

techniques will be given from 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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1. Simultaneous Dramatu£gy33 

lo offer spectators the cpportunity to write 
simultaneously with the acting of the actors. 
Any number 
1. Perform a shcrt scene (20 roins .}, improvised 
en a kncwn story or a fIEpared script . 
2. Actors stop perfoimance when the main problem 
reaches a crisis and needs a soluticn. 
3. Actors ask spectators to cffer soluticns. 
4. Actors improvise immediately all the suggested 
solutions. Audience has the right to intervene, 
to correct the acticns or words of the actcrs, 
who are obligated to ccmflJ strictly with these 
instructions from the audience. 
S. The acticn will stcf when the inevitable 
hafpEns. 
Audience "writes", actors perfcrm. 
!his form of theatre creates great excitement 
among the participants and tegins to demclisb the 
wall that separates actors frcm spectators. 
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To offer the spectator CffOrtunities to intervene 
directly with the action and to speak through 
images made with the actors• todies. 
Any number 
1. Sfectators and performers agree on a subject 
or theme {e . g . Family, Love, Drama, etc.) 
2 . One volunteer participant (withcut speaking) 
uses th€ bodies of the ethers and sculpts them 
into a group of statues, with very minute details 
to illustrate the subject/theme as it actually 
is . 
3. After organizing this grcuf of statues he is 
allowed to discuss with the ether farticifants , 
until all agree with his "sculpted" opinion. 
Modifications can be made in this frocess. 
4 . When all agree , the farticipant jcins the 
sculpture which can te called the actual image . 
5 . Another participant creates the ideal irraBe 
with the same group cf statues, i . e . the 
sutject;theme as it should be . 
6 . The process of discussion and modificaticn is 
the same as with the actual im~e. 
7. Finally a transitional image can be created . 
The spectators must particifate directly. 
Opinions are expressed through imagery . 
1he three images offer particifants the 
opportunity to visualize the "actual , tt the 
ttideal" and then to carry out the change er 
transformation through the fltransitional" image. 
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3. Forum Theatre3s 

To offer spectators CfFOrtunities to act and 
intervenE directly in the dramatic action. 
Any numt:er 
1. A short scene (10-15 mins.) is rehearsed and 
performed , which portrays a political er social 
problem with a solution difficult tc realize. 
2. Participants are asked whether they agree ~ith 
the solution. 
3. Scene is performed again and particiFants may 
say "stop" at any point in the action when they 
feel they can lead the action to a tetter 
solution. The participant who called "step" 
reFlaces one actcr and leads the action in the 
direction that seems appropriate tc him;her. The 
displaced actor steps aside, and remains ready to 
resume action th€ mcment the particifant 
considers his interventicn tc be terminated . The 
ether actors must face the newly creat€d 
situation and respond instantly to all the 
possibilities that it may present. 
4. New characters may te added; or ne w 
situations, if participants feel that this will 
help the Frcblem. 
This form of theatre allows particifants to 
practice a real act, thcugh in a ficticnal 
manner. 
Often a participant 
solution in a fUblic 
are not so easy when 
into f:ractice. 

may envisage er aavccate a 
forum , but :realizes things 

the suggestion has tote fUt 
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4. Anal~tical TheatLe 36 

To cffer 
analyze a 

the particirants 
situaticn and see 

opportunities to 
it ferfcrmed in 

varicus ways . 
Any numter, spectators and fErformers . 
1. Participants agree en a Etory and tell it. 
2 . Actors imfrovise it . 
3. Each central character is broken down into all 
his social roles and particifants are asked to 
choose a fhysical object to symboli2e each role 
{example: a policeman killed a chicken thief; 
fOliceman is - a worker , symbol: overalls 

- a repressive agent: revclver 
- the head of a family : wallet). 

4 . Story/Scene is retold , taking away scme of the 
symbols , and therefore the character's social 
roles . The scene is performed to see if it wculd 
te perfcrmed in the same ~ay . 
5 . Participants are asked to make varying 
combinations and the fICposed combinations must 
be performed by the actcrs and critized ty all 
thos€ present . 
This form of theatre allcws particifants to see a 
situaticn performed in various ~ays and to 
realize that human acticns are not the exclusive 
and primordial result of individual psychclcgy: 
almost always , through the individual , Sfeaks his 
class , status , social role . 

Through the above exercises , the importance of the interacticn 

between the audience and the peifor ers is emphasized. Herein the 

actor-artist learns to accept the spectators• contributions tc a 

relevant drama/theatre experienc€. 
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Jonathan Fox, founder of the Playback Theatre , foughkeepsie, 

New Yark, is a staff memter of the Morenc Institute and conducts 

wcrkshofs in psychodrama, action methods, and imfrcvisaticnal 

drama. 37 His comfany cf ten actcrs and t~o musicians perform 

improvisationally for a variety of audiences . 

It uses a theatre form where the actcrs spontaneously 
enact the perscnal exferience, dreams, feelings and 
thoughts of members of the audience. The shared scenes 
emerge from the particular group present and often tear 
a common theme. The experience has froved to be 
meaningful, amusing , and often moving--especially for 
the Tellers who see their own lives portrayed. 38 

This form cf theatre has been effective in a number of 

settings. It is useful in psychodrama, as a device fer leaders in 

all action therafies, in an educational setting, during 

conferences and in the community-at-large where it is a ferro of 

public sharing. lt is alsc a form of drama ~hich is 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 fcsitive way and, as 
such, is intensely therapeutic. 39 

This technique is a variaticn cf "modelsn previously 

described, wherety audience me hers are encouragEd tc teccme 

"Tellers" or playwrights, who then observe and transform their 

cultural experience. 

social integration. 11 •0 

As Fox states: "It is a stef towards 
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1. Pla~tack Theatre 

'Io visualize a spectator's experience in drama 
terms. 

£Jag~£2 : Actors, musicians , "Conductor" (master of 
ceremonies). 
Audience/ 0 Tellers"--any number. 

Instructions: 1. Warmup (song, etc) and Intrcducticns . 
2. Actors seated on left, t~o chairs stage right 
downstage: one for "'Ieller, 11 one for 11 Conductor." 
3. "Interview"-Conductor interviews a volunteer 
"Teller": {a) to elicit the facts cf his story in 
an efficient manner; (t) to help the Teller 
structure his experience sc that it is actatle; 
and (c) size up the Teller in order to know what 
kinds of action will be apprcpriate. 
4. "Scene setti ng"-Tel le r picks actors to be the 
characters in the scene, always including the 
Teller himself . He describes the setting ~bile 
the actors set the scene on the stage . 
5. The actors then perfcrm the scene , which may 
range from thirty seconds to five minute~ . 
6. "Correcting the scene"-Ccnductor asks Teller 
if he wants to make any corrections, ~hich the 
actors ~ill then perform. 
7. "!ransforming the scene 0 -ccnductor asks the 
Teller how be ~ould like the experience to have 
been. Teller may identify and suggest an 
alternative way . Actors ~ill then act the scene 
once more in the new way . 

Observations : Music may be us€d as an integral element , like 
ancther actor, and thereby the potential to make 
an active, interpretive contribution to the 
scEne. In this fcrm of theatre an experience 
which was unsatisfactory in life may be concluded 
triumphantly in a dramatized performance . 

This is a technigue by which a Sfectator•s past Experience is 

transformed into a concrete living-thrcugh event . It is 

accomplished by the combined skills of the actors, 

other personnel as they interact with the audience. 

musicians and 
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5. Abrid~ement 

Alternative theatre ccmpanies ~ith differing focuses or 

justifications attempt to force communities tc investigate their 

immediate and long-term problems through the medium of theatre. 

These companies exist and flourish all over the world where their 

host communities have acknowledged them as essential. 

In the preceding chapters, several methods and forms for 

using drama and;or theatre in schools and communities have teen 

investigated. In order to select techniques er adaptations for 

use in emerging nations, an examination must be made of the tasic 

needs of young pecple in their c~n cultural settings. For a 

programme of drama ins schools or a child-focussed theatre 

project within a Nigerian community to be valid, it must te 

relevant to that society and reflect the ycung perso~s role in 

it. The following chapter, therefore, will focus on the needs of 

Nigerian children. 
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Chapter V 

THE UNIVEBSAI AND SEECIFIC NEEtS OF NlGEBIAN CHILDREN 

Children's needs are basically the same the world over. They 

need physical care, intellectual stimulus, social acceptancE and 

environmental statility in order tc develop to their fullest 

capacity. Although the basic needs cf the Western child anc the 

Nigerian child are similar, the variaticrs in cultural background 

dictate different educational and child-rearing practices. 

Every culture has a definite image of 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 flaced on 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. 1 The 

Balinese, who believe in reincarnaticn, de 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 live. 2 The Africans cf Guinea 

name their children for the first significant words spoken or the 

first important object noticed after a tirth. The navel cord is 

buried in the ground , so that if tbe child ever leaves he will 

return again "because the tug of this ccrd will always pull him 

towards his own." 3 The Akan of Ghana Ferfcim two symbolic acts 
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after the birth of a child.• Both are reminders tc the old and 

instruction for the ycung. The first is the datbing of the 

child's lips after birth with a warm towel, accomfanied by the 

follcwing words from the midwife.: "Look with ycur eyes, don•t say 

with your mouth." The second is the "Showing Forth 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, either 

through traditcnal beliefs er from ideas of what children should 

be, such images give people the assurance that they knew how to 

rear a child. Leng before the child itself learns what a child 

should be, it intuits whether it fits er does not fit the 

expectations o f its parents and ultimately its feople. 

Consider this child of the twentieth century: Meses Goldterg 

described the North American child, yet surely his descripticn is 

apt for all children, in all societies, thrcughout history: 

A semi-mysterious ever changing, intolerant comflex 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 ana the bofe of salvation for the world 
today . s 

Although there are extraordinarily different routes from 

childhocd to adulthood, each child resfcnds tc and experiences a 

particular way of life, whether "huddled in their pushchairs, 

glaring suspicicusly around them," 6 or strapped tc a "mother's 

snug, sweaty back teing lulled to sleeF by the rhythmic sound and 

movement which acccmpany the pounding of rice . 117 This life is the 
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focus of the learning, growing, playing person and trough cne 

society tends tc denigrate members of ether groufs and set up 

boundaries of caste1 social class, and status within its own, a 

child learns te cemmunicate his thoughts and feelings, either 

through a vocal language or, as the Aborigines of Australia, ~ith 

a highly develofed gesture language. 8 

This ability tc communicate is a learned behaviour and is 

affecte d by a child's culture. Balph Linton stated in Ih§ 

fult1fi! ~~ckgfg~ni Q{ Personalit~ that culture affects the 

behaviour cf the child through the behaviour of other inoividuals 

towards him. The child's observaticn cf and instruction in the 

patterns of behaviour characteristic of his scciety are egually 

influential. This may be develofed primarily through imitation, 

through logical processes or through trial and error. 9 Each 

culture shapes these processes of growth, at whatever stages are 

recognized as significant. For examfle, the Chinese give their 

young children a great variety of experiences in locking withcut 

touching. The French emphasize sound and believe that, tc be 

alert, a baby needs to be continuously in contact with human 

voices.to In some American hemes, 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 continually carried and 

handled by members of his immediate and extended family. From the 

moment he is born the child lives under constant pressure tc see 

the world according to this set of values rather than that, and 

to behave in these ways rather than these. As Levitas stated: 
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"What is transmitted to children, deliterately and unconscicusly, 

by people , by their surrcundings, by events , and what is acquired 

by them is their culture."11 

It is imfortant, therefore, to reccgnize that cifferent 

cultures affect the young and grcwing child, even though cress­

cultural studies have confirmed that the extensive research 

carried out by the Swiss psychologist, Jean Piaget, in the 

sequence of cognitive development of children, does net vary 

drastically frcm culture to culture.1 2 Eiaget•s theory that the 

development of intelligence is tased on environmental experience , 

was formulated through a basically clinical investigaticn of the 

thinking and reascning fOwers that a child uses in answering 

questions and sclving problems . He identified four majcr stages 

or levels of cognitive develoEment. 13 All children of normal 

intelligence are believed to go through at least the first three 

of these stases: 

sensori-motor control stage 
Pre-operational stage 
Concrete-operational stage 
Formal -operational stage 

0 to 2 years 
1.5 tc 6-7 years 
E-12 years 
12 years to adulthocd 

The ages that Piaget used are onlJ ncrms , net universals. Some 

children develof more slowly while others develop more rapidly. 

However, Piaget found that there are clearly marked pericds 

within which children think as they try tc find out about the 

world around them. During the first €ighteen months of life, 

children learn ty seascri-motor experience. Learning is motivated 

by action and, during this stage, takes flace through action. 
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They ferceive and become aware through sight, hearing, tcuch, 

taste, smell, and movement. Thus, it is through the small child's 

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

Recent studies to investigate the psychc-mctor develcpment cf 

the African child, have indicated that there is no difference 

between the African and European child 1 s develcpment in the first 

year of life. 1 • Gerber, the fsychologist, hcwever, found that the 

rate of gcowth cf the African child diminished in the seccna and 

third years of life. 15 That could have been due to a lack of 

sufficient stimulus from a mother who was again pregnant er 

working, 

suggested 

or lacked nutrition after weaning. Gerber's report 

that in crder to sustain the advantages present at 

birth, social stimuli and motor and tactile stimuli, 

frequent handling and amusement, were necessary . 

such as 

From eighteen mcnths to about four or five years, children go 

through a stage which Eiaget termed "fre-cferational." 16 During 

this period the child forms the ability to represent absent 

things by sounds and by imitative 

external world and thereby building up 

Often the image of an object and 

action, internalizing the 

images of it in his mind. 

its reality are confused. 

Consequently, wcrds are used indiscriminately in the early stages 

of this period. As children become increasingly adept at 

develcping and using images and sy tels to refresent their 

knowledge of their world, the conceft of cral language, to 

communicate with others, develops. ihis is undoubtedly one of 
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the most impcrtant concepts a child learns; for language skills 

are learned . Helen Keller fOignantly recalled that when she was 

seven, her teacher put her hand under the water SfCUt and Sfelt 

out w-a-t-e-r to her and "somehow the mystery of language was 

revealed to me." 17 Fafunwa, the Nigerian sociologist, elaboiated 

on the process of how the language mystery is revealed to the 

African child. 

The African infant, like other infants, learns to 
single out and to appreciate his mcther•s vcice. He 
learns to asscciate the mother's care and comfort ~ith 
the sound of her voice. He learns also to understand 
annoyance in her voice. Infants cf a few mcnths old 
react with fear or with hurt to the mother's scolding 
tone of voice, and they react with Fleasure to her 
happy tcne of praise. Gradually, with mothers' and 
other adults• encouragement and affroval, they single 
cut vords .hich have definite meaning. From this, 
progress is made until they know the meaning of several 
separate words and,later, phrases and sentences. 16 

Piaget determined that frcm about the age cf seven or eight, 

children begin to acquire the concepts of distance, length, 

number, and time . Though the child may still be banaicaFfEd in 

dealing with abstract ccncepts, he can new deal ~ith the world of 

things and events and develops a structural thought system. 

Studies of intellectual develofment in African children, 

however , showed that the Western tests cf abstract thinking could 

not be validly applied in non-Western socie ties.1 9 ourcjaiye , 

Professor of Educaticnal Psychology in Lagos, Nigeria, reported 

that early philosophical works suggested that the African lives 

in a world of ccncrete objects and is unable to do abstract 

thinking.zo He reforts that the psychc lcgist Jahoda maintained, 
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in 1956 1 that the ability to do abstract thinking was strcngly 

affected by the child's environment. Jahoda alsc pointed out 

that there were a number of abstract thinking skills which were 

developed traditionally , through the native games common 

every~here in East and West Africa. 

In general thEn, th€ child, whether Western or African, 

progressively adapts to his world. Jereme Bruner theorized that 

children develop concepts through an interacticn with the 

environment .~ 1 Though his system faralleled Piaget's, his 

sequences were characterized by spurts not clearly linked with 

age . He stated that individual differenceE result from genetic, 

cultural, and envircnmental influences, and suggested that 

''spurts" are ignited when certain capacities begin tc develcp. 

Conseguently, Bruner placed a great deal of emfhasis on a 

nurturing envircnment. 

Thus , even though children may be directly responsible, 

unwittingly, for their cognitive development , there are a number 

of other factors which influence the quality of this grcwth. 

These include the rather highly ccmFlex frocesses of the child's 

heredity and his physical, social, and emotional dev€10fment . 

Since Charles Darwin fUt forward his theory of evolution and 

the part played by heredity , much has been said and written. 

Though some studies have shown that there is a definite 

connection between heredity and environmEnt in the develcpment of 

intelligence, many are cf the opinion that psychologists have net 
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providad sufficient informaticn for any final conclusions. 22 

Today psychologists believe that the normative patterns cf grcwth 

for a child include general body grcwth as well as neural 

development . For this growth to be normal , a child's envircnment 

must be emoticnally stable and his health and diet geed . 

Therefore, the fOssibilities of deviations in the ncrroal 

cognitive develcrment cf a child and the temfo of his physical 

development , tberety affecting his cverall personality, are 

endless. 

In Nigeria , a young child scroetimes benefits from the extended 

family situation in gaining a varied ana supportive envircnment 

in which to live. Unfortunately, as more and more young families 

move to the cities, the family becomes smaller and more akin to 

the nuclear family of Western society. As well, many mothers in 

Nigerian cities need a mother substitute tecause they must gc cut 

to work. Professor !. A. Labo, the eminent Nigerian 

psychiatrist , has written that the traaitional mother-child 

relationship had changed because the housemaid had replaced the 

mother . 23 These maids, he states, are an inadequate substitute 

since they are themselves under stress, inadequately prepared for 

the task of mothering, and usually i mature . 

1hough it would appear that the more sustained and 

emotionally-involved extended family cf the rural child is 

preferable , the accepted custom of sending a child to live with 

relatives may prevent a "normal'' develofment . 1he reason for this 
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young child may be du€ tc the 

elder child it is usually due 

to economic reasons and/or educational opportunities. A small 

survey carried out by students in cne university department in 

Calabar, Nigeria , produced sc~e interesting though inconclusive 

results.2• It was conducted in order to test the thesis that the 

majority of children in Nigeria were net brought up by their own 

mothers but moved from one relative to another prier tc reaching 

puberty . The results of the survey shewed that approximately 

ninety percent of the students, as children, left their birth 

place and liv€d with grandparents, uncles, aunts, and other 

members of the extended family. As a result, in many cases, the 

genetic fathers ard mcthers were not considered to be close 

relatives physically or emotionally. 

Another factor which may crea e problems is the increasing 

lack of stability in some homes. Divorce, trough not prevalent in 

south Eastern Nigeria, probably due tc the strong Christian 

ethic, is the rule rather than the exception in North Eastern 

Nigeria . Thus , although it is generally accepted that a stable 

home envircnment is a necessary factor in the physical 

development of the child, 25 it is frequently missing. 

It is significant here to note that parents and educators in 

the ijest recognize and accept a nu her of relaxed chilc-rearing 

practices. There is evidence that 

more and more en bottle and timed 

igerian parents now depend 

feedings , as well as rigid 
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toilet-training schedules. 26 This may be largely due to the fact 

that more mothers are working outside the home or in situations 

other than where the child may automatically accomfany the 

mother, such as on the farro er in the market. In addition, the 

manufacturers of powdered milk issue large free tins cf milk to 

new mothers, and thus encourage them to tattle-feed their taties. 

The relationship tetween 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 prone to infant 

mortality. The child who survives has fewer oppcrtunities for 

early stimulaticn and such circumstances directly affect his or 

her neurological development. 27 A child's nutrition is net cnly 

directly related to the mcther•s health but also to her age, 

income, education, attitudes and life style. 28 Consequently, the 

substitution of young surrogate mothers from within (or outside) 

the extended faaily, has an influecce en the mental development 

of the child. With the advent of the free, comfulsory frogramme 

of Universal Primary Education in Nigeria , these substitute 

mothers tend to have two major activi ies: in the mcrning, they 

attend school; in the afternocn, they tend children, or ]!£Q 

yg£§~• Also, the slightly older pre-school child 

may receive less attenticn fro 
research suggests is advisable, 
language and social develop en. 
may be within the ccnfines cf 
significant amount of child tending 
a~sumed by various ether youngsters 

the mcther then what 
especially in terms of 

Although the mcther 
the compound, a 
resfonsitility is 
cnly a few years 
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clder.29 

Environmental factors may also be a significant influence in 

the actual timing ana fattern of acguisiticn cf motoc abilities. 

In a normal Western child, the ability to handle a spocn to feed 

himself is acquired by age three, and a four or five year old can 

efficie ntly manage a fork, as he is also learning to tie krcts 

and form bows. 3 0 Some rural Nigerian children by age three are 

learning to select food appropriately, according to custcm, frcm 

a communal bowl with the fingers of the right hand. Ey the age cf 

four or five a child has learned to balance confidently a bucket 

of water or a ~ a d of firewood on his head. The need tc tie tc~s 

and knots is often unnecessary since clothes for a young rural 

child are minimal during flay hours and foot~ear tends to be 

slip- en sandal:::. 

A child's interaction with his environment, whether it is near 

the Artie Circle or the Equator, is a learning precess. This is 

obviously influenced by the perscns he cbserves, bears atout, or 

imagines, and is constantly changing as a result of growth and 

varied experience. 

Carl A. Rogers, one of the foremost psycholcgists in the field 

of personality development, described self-concept as the 

characteristic feelings about oneself. 31 He stated that "the 

self" develops out cf the person's interaction with the 

envircnment, and that it may take on the values of cthEr fECFle 

and possibly see his own in a distorted manner. Furthermore, 11 the 
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self" is learned; it is net rEady-made. What one thinks atout 

oneself affects net only what one thinks ~QQ.\!! but how one 

thinks. 

Consequently, when an individual has the basic psychological 

and physiolcgical necessities of life he can be said tc be self-

actualizing. Abraham Maslow has identified "a hierarchy of 

needs" through which an individual is ccntinually 11 beccmingn.3z 

These include (1)fhysiclcgical needs; ( 2) safety needs; (3) love 

and affection, belonging needs; (4)esteem needs; (5)self-

actualization needs; (6)needs to know and understand; and 

(?)aesthetic needs. Self-actualization, according to Maslow and 

Rogers, therefore involves: 

(a} The ability to accEpt oneself, tc accept others and 
to accept Nature. 

(b) The ability to engage in interpersonal relations. 
(c} Efficient percepticn of reality and a comfortable 

relaticn ~ith it. 
(d) Continued freshness of appreciation cf feople and 

objects. 
(e) Autonomy and independence of thcught and action 

unhampered by cultural and envircnmental 
conditicns. 

(f) Creativeness--an original way of doing sinple 
things. 

(g) A democratic character structure. 
(h) Willingness to accept what cne exferiences. 
(i} Trust in oneself. 
(j) Self-reliance. 
(k) Willingness to continue to grew as a ferson. 33 

Consequently, the development of personality is a composite 

concept. The cultural setting, the child-rearing pattern 

obtaining in the envircnment, tr.e physiclcgical and psychological 

characteri sties, -will all contribute to the hcmogenecus 
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development of a human being . 

In a young Nigerian child, physiclcgical requ irements will 

obviously be the same as those of the Western child: feed , water, 

sleep, rest, and general activity. HiE eEsential psychological 

needs: affecticn, the need to belong, the need for achievement, 

independence, sccial recogniticn and self eEteem, are all related 

to his home environment, peer-group health and the conditionE in 

the schcol. For these needs the child is dependent on ~arents and 

teachers. How well traditional and mcdern educational syEtems 

successfully satisfy these needs of Nigerian children will te 

investigated in the next chapter. 
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Chapter VI 

NIGERIAN BACKGRCUND FOE S1UDY 

Charles Darwin in the nineteenth century fc.recast that Africa 

might be a continent possessing the most anci€nt cf 

civilizations. As this prophecy is fulfilled through such recent 

archeclogical evidence as unearthed l:y Richard Leakey, the 

important role Africa has flay€d in prebistcric man ' s evoluticn 

is emi;hasiz.aa . 1 

In tracing the development of African civilization, it has 

been found that gold , silver and copper were worked in the scuth­

Eastern parts of 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 1G , OOO 

to 15 , 000 years ago; and that , centuries befcre the Fhcenicians 

first rounded the cape in 600 B. c. , ercbants from the Crient had 

traded with Africans . 

According to Melville Herskovits in his bock The Human Factcr 

ig Changing Africa, the continen consists of six 'culture 

areas' . 2 These are further sub - divided into t~o i;arts -- the food 
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gathering and herding economies and the agricultural e conomies. 

Though this undoubtedly oversimplifies a continent known fer its 

diversities, many scholars divide Africa according to race-

stocks. "Bace" is used to m€an groups of persons connected ty 

as blood-grouping, common descent, as well as likenesses such 

head-shape, texture and colour of hair, and colour cf skin. 3 This 

division by race is most appropriate for the purfose of this 

study. 

The first racial division of the continent of Africa as 

proposed by G. 

included the 

G. Seligman, in bis 

Haffites and Semites 

ho ck, Ha£§..§ 

who a .re of 

2f .AfL!f2, 

Caucasian, 

Med iterranean or Eurcpean origin. They had cccupied the Northern 

African coasts for over two thousand years. The second divisicn 

comprised of the Nile-Valley people, er Nilo-Hamites, who were 

said to belong to the Hamitic group of Africans. Negroid stcck 

mingled with Hamites or Semites created fecple who fOssessed 

great beauty, through their fine features and tall, slender 

bodies. The third division consisted of those peofles -whc lived 

along the Western Coast of Africa, inward and northward to the 

Niger; along the Congo basin and to the centre of the ccntinent; 

and south through "the backbone" of Africa to its south-eastern 

tip. They were included in the group termed "True Negroes" and 

were by far the largest grouf. Most, bot not all (for example the 

Hausa language group), spoke Bantu tongues. Their cultures were 

extremely varied. Tbeir sccial unit \as the village, and nany 

were skillful artisans with well-developed institutions. The 
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fourth and final divisicn by Seligman of African race stccks 

included the Negrillos , cr Pygmies , and the Bushmen and 

Hottentots . Pygmies were found in small areas in the northern and 

east- c e ntral parts cf the Bantu - speaking areas , as well as 

further north . The Bushmen whc lived in family groups were 

generally as small as Eygmies , tut distinct in fcrm . The 

Hottentots were herders , with a far more elaborate culture than 

their race- brothers . 

Throughout Africa each race and ethnic grcuf has distjnct 

ceremonies for birth , marriage and death . 1he transitions for the 

individual frcm childhood to puterty to adulthcod are 

characterized ty rituals whic h have their own explanations of 

life's mysteries and their own syste s of ethics . 

Typical of this great di versity ~ithin the continent cf 

Africa , are the people of Nigeria. cradled in the bend of the 

south coast cf West Africa , Nigeria , referred to as the giant cf 

Africa , is the mcst populous ccuntry on the continent . To this 

part of the continent belong the rich cultures which prcduced the 

fine t e rra-cotta Nok figures , the bronzes of Benin , the trass 

heads of Ile- Ife , and the Ycruba wocd carvings . Since the 

beginning of the twentieth cent ury , these artifa cts , amcng ethers 

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 in America . 
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The richness ana variety cf Nigeria's material and oral 

culture stems frcm the different ways and needs of her people. 

Prior to Islamic and Western contact , little is knowr cf the 

history of this regicn. Myth , legend and cral tradition 

indicate , however, that there existed relatively statle sccial 

and political organizaticns . From its ncrthern boundaries to its 

southern coast , Nigeria has , over the past fi ve hundred years , 

been inundated by various forms of Western domination . From the 

Portuguese merchant adventurers of the fifteenth century to the 

British colonial administration in the nineteenth century, 

Western influences have been "intensive , irksome , often 

economically unfair , and sometimes, ty any human standards , 

ruthle sly cruel. 11 • Nevertheless these influences are what has 

helped to make Nigeria a modern ''emerging" nation. Its expressed 

need to catch up with man ' s overall progress in the twentieth 

century has resulted in certain social changes brought about by 

contact with modern industrial economic policies . Nigeria's 

interest in Western technology and the acccmpanying rate of 

industrial progress , have become extremely attractive . As A. Eabs 

Fafunwa , the distinguished Nigerian educator , writes: 

village life ••• ccntinued virtually undisturbed and the 
feople were tclerably happy ; so e villages still erjcy 
this apparently happy existence. But the continent is 
in the throes of social ferment ana the rate at which 
changes take place in Africa tcday is almost 
terrifying . sometimes , some relatively quiet ccmmunity 
suddenly bEccmes disturbed: so e seek changes and some 
have changes thrust upon the, while ethers are pushed 
in o the twentieth century cc pletely unprefared to 
maet the new challenge . 5 
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To meet this present n€w challenge and tc preFare for the 

twenty-first century, Nigeria is expected tc 

take giant steps, and cover in twenty years the process 
that took Europe centuries to achieve. The answer aoes 
not lie in incxeased budgets and numbers of personnel 
alone, but in adopting a radical and unconventicnal 
approach to the guesticn of finding solutions to 
problems. To proceed otherwise is to ccndemn (Nigeria} 
to the perfetuaJ rcle cf a bystander in a world that is 
moving at sufersonic speed.... Ihe task of naticn 
building, and education--botb fcrmal and informal--will 
Flay a major role.6 

Consequently, any educaticnal and community programmes 

designed for Nigeria must reflect its geographical, sccial and 

cultural heritag e. The task cf nation building and education will 

then grew fr cm a firm and relevant base. 

2. Pre-colonial gg~iiQll 

The future of an individual culture in particular and of 

Mankind in general lies in the hands of the yet unborn. Human 

beings all breathe, eat, e xcrete, sleeF, have sexual lives and 

perform many universal b€haviours. The manner in •hicb ~e 

individualize these activities ore pbasi ze various asfects are 

related to traditional teliefs and customs as well as 

environmental factors. 

In every culture there are certain ideas, teliefs ana 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 youth. 

The goals and methods of education represent the view of that 

society in the wcrld. It provides a framework, threugh its 

collective and sccial rature, fer a young ferscn•s induction into 

society. Education serves to fully integrate an individual into 

the indigenous society and culture inte .hicb he was born . 

The essence of this educational philosephy in fre-colcnial 

Africa was succinctly described by Professor T. J. L. Forde cf 

Sierra Leone when be wrcte: 

The fact that pre-colonial Africa did net have 
"schools 11 --except for shcrt feriods cf initiation in 
some tribes--did not mean that the children were not 
educated . They learned by living and dcing. In the 
homes and on the farms they were aught the skills cf 
the society, and the beha viour expected of its members. 
They learned vhich kinds of grasses were suitable fer 
which purfoses , the werk which had to be done on the 
crcps, or the care which had to be given to animals, ty 
joining with their elders in the work. They learned the 
tribal history, and the tribe's relaticnship with ether 
tribes and with the spirits, by listening to the 
stories of the elders. Through ttese means , and ty the 
custom of sharing to which young fEcple were taught to 
conform, the values of the society were transmitted . 7 

Thus in societies cf pre-colcnial Africa, as in other societies 

all over the world, an "informal'' mode of education did exist, in 

which every adult was a teacher. Due to great variety in size, 

complexity and stratification, each African community's education 

goals, and the ways in which they vere attained varied accerding 

to local needs . For the fUrFcse of this study, some significant 

aspects of the formal and informal indigenous educational system 

of Southern Nigeria will be investiga ed . 
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As in most ccmmunities throughout the world, the ffictber was 

the child's first teacher. Yet, within a few weeks, parents, 

older siblings , the extended family and eventually the whole 

community became resfonsible for the education of the ycung. The 

Nigerian scholar, A. Babs Fafunwa, identified ttseven cardinal 

goals of traditional Nigerian education••: 

~he aim of traditional African education is 
multilateral and th€ end objective is to produce an 
individual who is honest, respectatle, skilled, cc­
operative and confoims to the social crder of the day. 
Although the educational objectives cannot be neatly 
distinguished, seven asfects can be identified: 

1. To develop the child's latent physical skills. 
2. To develof character. 
3. To inculcate respect for elders and those in 

positicn of authority. 
4. To develof intellectual skills. 
5. To ac qui re specific vocational training and tc 

develop a healthy attitude tcwards honest labour. 
6. To develop a sense of belonging and tc particifate 

actively in family and community affairs. 
7. To und e rstand, appreciate and promote the cultural 

heritage of the ccmmunity at large. 8 

Peer group activities which include games and role-playing, 

contribute to both the first and second cardinal goals of 

physical and social educaticn, in Africa as well as Nigeria. Many 

comfetitive games such as l1~£g, g3~, Q1£ and Qg~y~~ 9 assist the 

Nigerian child to develop his physical assets while indirectly 

forming within him desiratle personality traits. 

Imitative play is basic in the training and lives of ycung 

Nigerian children . The ethnographer, o. F. Eaum, classified play 

activities in an East African socie y under three headings: 

first, the playful exercise of sensory and motor 



apparatus resulting in the adaptation of the crganism 
to its physical environment; secondly, imitative play 
consisting of representation of adult life to fit the 
social needs of childhcod; and hirdly , competitive 
games which test the physical, intellectual and sccial 
qualities cf the individual.to 
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These categories of play are equally representative fer ycung 

Nigerian children. 

It has been suggested by a number cf ethnografhers that in 

some societies children do not flay because they are put to ~ark 

at an early age.ti Schwat2man 6 Barbera, anthropologists, refute 

this premise: "!his seems questicnable, for it is well known that 

children play in many non-Western societies even though they take 

on work responsibilities much earlier than Western children." 12 

The lack of obvious "playfl activities may be due to the fact that 

play merges with work, and the "toys" generally used by ycuDg 

children are "found objects." 

Joma Kenyatta, in describing the play cf he Gikuyu children 

in Kenya, could have been speaking abcut rural Nigerian children: 

1he children do most things in imitaticn cf 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 fricr to 
the performance of the activities which are the serious 
business of all members of the Gikuyu tribe. 1he little 
boys indulge in fighting like big boys. Running and 
wrestling are very ccmmcn •••• 1hey play with small 
wooden spears and shields made of banana tree tark , 
tows and arrows, slings and stcnes ••• !he li tle girls 
plait baskets of grass and grind ccrn, like their 
mothers , and make little fots cf the lccal clay and 
cook imaginary dishes. 1 3 

Thus , their ~toys" may be seeds, cowries, bits of calabash, 
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tin cans, bicycle tyre rims, and twisted wires used to ccnstruc t 

"mammy - wagons .") 

Another e xamfle from East Africa is also fairly representative 

of a rural Nigerian scene: 

A little girl acccmfanying her ~ether tc the fields 
practices swinging a hoe and learns to fUll weeds er 
pick greens while flaying about. She learns the work 
rhythms, the cycle of the seasons, which crops must be 
planted in hard' fields, and hew tc tell whether a 
field is •soft' and useful for certain crcps er ready 
to lie fallow. A boy tagging after bis father watches 
him milk cows or thatch the house, whittle a bee or 
roast a bit of meat on a stick. Playing with a small 
gourd, a child learns to balance it on his head, and is 
applauded wten he goes to the watering-place with the 
ether children and brings it back with a littl€ water 
in it. As he learns, he carries an increasing load, and 
gradually the play activity turns in o a general 
contribution to the househeld water SUffly. 1 • 

Thus, skills are often learnEd through imitation. The Yeruba 

of Nigeria categorize their educational theory wit in two 

distinct structures: g~2!Q, learning by imitation cf older youth 

and adults; and ifi.Yg, learning by active instruction given ty 

adults. 1s 

Itiyg is often associated with evening gatherings ~hen 
the father er an elder member cf the family told 
stories and posed riddles to the children of the 
compound. This entertainmen bas a direct educaticnal 
intent. Children wer€ asked to repeat the previous 
night's episcde as a test of e cry and of narrative 
expressiveness. Competition in sclving riddles helped 
to quicken their natural wit. 1hese sessions thus 
trained children's verbal dex erity and at the same 
time introduced them to a wide range of eral 
literature: myths, folk-tales, local histery# froverbs, 
foems. In the same way as he stu y of written 
literature in other cultures, this education ga ve young 
people a heightened awareness of oral values, ethical 
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human life.16 
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Obviously, these activities would "inculcate respect for 

elders and those in positions of authority, "while d€velcping the 

child into an hcnest, courageous, humtle and persevering memter 

of the society. 1hrcugh the stciies and legends of those 

honcured and respected, a child would assimilate a code cf 

ethics . These codes of manners, conventions, customs, morals , 

superstitions and laws of society are, as N. A. Fadipe cbserved, 

taught consciously or unconsciously by various members of the 

child's family and househcld; his extended familJ , his kindred 

and his neighbourhcod.17 

It is chiefly within the extended family--that is, from 
members of his comfound--that a child cbtains the bulk 
of his education as a member of society •••• the indirect 
education the child r eceives in the ccmpcund is almost 
as important as the direct.is 

When a child is cld enough to learn a specific trade, 

sometimes even in a field that is hereditary, he is sent cut as 

an apprentice to a master tradesman. Fafunwa explained the tasis 

of this custcm as follcws: 

African parents realized long ago that they are not 
necessarily the best teachers ~hen it ccmes to 
specialized vocational skills. Howe ver , in fields such 
as agriculture, marketing, medicine, etc., many parents 
prefer to train their own children tut will have nc 
objection to taking en other children as wards or 
apprentices.19 

Fafunwa further explained that each ho use h cld in the 

traditional society is a socio-econo ic entity . Everycne is his 
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brother's keeper. Every member is expected tc regard every new 

birth, marriage and death as happening in his own family. 

Conseguently, a child in a traditional society cannot escape the 

cultural and physical environment in which he lives . He is 

expecte d to observe and partake in all aspects of society as 

appropriate to his age- grade . 

There are hundreds cf proverbs and folk-tales en rroral and 

ethical behaviour . A great deal cf imfcrtance is placed on the 

effects of bad behaviour , misconduct and ill-manners . 11 T he 

absence of any ether aspect of educaticn is tclerable as long as 

good character frevails , but the absence of ' good character• on 

the part of an individual is the most harmful thing that he can 

inflict on his imrrediate and extended families . 1120 

Closely related to character- training is the respect paid to 

elders and traditional rulers , relatives , and parents . A 

complicated system exists whereby Sfecial salutations are 

reserved for specific situations and personalities . Vertal 

greetings may accompany physical gestures . T ese greetings which 

may last for several minutes , vary frcm the clenched fist of the 

Hausa , to a lo~ crouch of the Nupe , and the full prcstraticn used 

by the Yoruta man tefore bis e l ders . 

Salutations for various kinds of festivals and ceremonies also 

exist . A young child 1€arns and 

grouF before 

immediately 

he reaches maturity . 

be rectified through 

asters these of his o.n ethnic 

Any disrespect shewn 

disciplinary action . 

wculd 

'Ihis 
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respect is also expected wit bin the realms cf the Nigerian 

traditional religions. According to the sociclcgist Otcnti Nduka , 

in the Nigerian • s view of the wcrld , is "the belief that the 

universe was peofled by spirits, some great , sorre small , scme 

benevolent , but many more were malevclent." 21 

All of them were capable of swift and often vindictive 
anger •••• a host of •••• deities and spirits either 
inhabited er were guardians of land, sea, and air as 
well as everything in them •••• Clcsely ccnnected -ith 
the deities is the .telief in ancestral spirits. 'lhis 
belief finds expression in various ritual practices 
CJnnected with the ancestral shrines and the subsidiary 
belief in reincarnation. The clcseness cf the 
ancestors• spirits helps tc support the strong kinship 
attachments so common in Nigeria.22 

It is wi thin this environment that the first European 

missionaries came to Nigeria and adopted "a policy cf ccmflete 

Europeanization with a view to replacing the native culture ••• in 

favour of the belief in the one God." 23 Fafunwa states that: 

Many European and American writers criticize the 
limited goals cf traditional educaticn because it is 
geared to meeting the basic needs of the child within 
his restricted environment . !he critics also contend 
that it is conservative and conforming in that it aces 
not train the child to challenge er change those 
aspects that are considered unprogressive ~ithin the 
system •••• !raditional educaticn is net any more 
conservative or any less progressive than any ether 

em. 2 • 

Education clearly was not brcugh c Africa by Europeans: they 

simply brought their cwn kind wi b them. 25 Unfortunately the 

colonial authorities who imple ented the systems, shared the 

missionaries • unjustified telief in the suferiority of Eurofean 

over African civilization. 
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The Por-tuguese merchants of the fjfteenth centu.ry save "the 

people of what we new knew as Nigeria their first €~pe.rience of 

education as practiced in Europe. 1126 However, it was not until 

the last quarter of the eighteenth century that "Western 11 

education made any significant impact upon Nigeria. Ihis occurred 

when a fairly large influx of missionaries, in an attemft to 

convert Nigerians to tbei.r faith, taught reading and wr-iting, the 

singing of hymns and the recitaticn of catechisn:s. The 

bookishness of the instruction ~as a consequence of their 

strategy to teach African to become "literate enough to be able 

to read the scriptures. 1127 Littl€ or no attempt was made to 

understand African culture or use the local environment for 

pedag ogica 1 pur f oses. The schools were run on simila.r lines to 

those for working-class children in Britain in the nineteenth 

century. Those children who completed their cours e cf study 

either stayed on with the mission as catechists or lay wockers of 

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

Unfortunately, there was little coordination of missionar-y 

activities or supervision of standards or curricula; here was no 

administrative machinery to carry out such functicns. 28 Fafunwa 

stat€d that, as a ccns€quence of e absence of an official 

education pclicy, colonial schools lacked: 

a. a ccmmcn syllabus, standar 
schccl ho urs, etc.; 

te .xtbook s, regular 
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b. adequate SUfervision of schools--buildings, 
teachers, fUpils, etc.; 

c. a central examination system; • •• 29 

By the 1880s, witt the fartiticn cf Africa by six major 

colcnial powers , 30 "colonial education" was asscciated with 

rifles and taxation ty the colonial administrators. Chinua 

Achebe , the Nigerian novelist , descrited the reluctance with 

which Western education was accepted by Nigerians in bis ncvel 

Things Fall A]art3t , and Levi - Strauss summed up the effects of 

colonial rule on African societies in hi!: book Jhe Savage Mind as 

f ollcws: 

The acceptancE cf Western values was less the result of 
a positive decision than of an atsence of chcice . 
Western civilization has sent its soldiers, trading 
fOSts , flantations and missionaries to the four ccrrers 
of the earth . It has ftofcundly shaken the fcundations 
of traditicnal modes of life , either ty imposing its 
own mode or ty establishing the conditions ~hich lead 
to the collapse of preexisting modes without replacing 
them by scmething else ••• 32 

The missionary activities did prcvide the cclcnial 

administrators with much needed manpc~er but they became the 

basis of educational problems which still exist in Nigeria tcday: 

a School certificate (is ~hat) every secondary school 
child strives to acquire as a passport to government 
employment •• • the ascendancy cf gramnar schools over any 
other kind of education in igeria . To push a pen 
behind an office desk is he dream of an educated 
Nigerian . Anything less is held tc be derogatory and 
telow his dignity ... The igerian clerk tries to 
imitate his Eurofean boss whc works with him in the 
office . He has never seen hi dirty his hands and why 
should he dirty his cwn? Sc igerians learnt and 
believed that it is more respec able tc go tc grammar 
school.33 
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At the turn of the twentieth century, the first Educaticn 

Department was established for th€ ProtEctorate of Southern 

Nigeria . 34 Nevertheless , the authorities had "yet to realize the 

significance of education in the develofment of the African 

people . 1135 As a conseguence, the Phelps-Stckes Ccmmissicn en 

Education in 1920-1 advocated a fOlicy of education adapted to 

the environment , in the light of the religious, sccial, hygenic 

and economic conditions. 36 They reforted that: 

lhe adaptation of education to the needs of the f€Cple 
was urged as the first requisite cf schocl activities. 
Much of the indifference and even opposition tc 
education in Africa was due to the failure to adapt 
school work to African conditions and school methods 
which had been discarded in America and Europe we re 
still in vcgue in Africa.37 

The efforts of government to "adapt" education to Nigerian 

needs continued through the next two decades . The Nigerian I§ll 

Year Education gJ~B cf 1944 advccated an em~hasis on "The type cf 

education most suitable for the needs of the country. 1138 1hus, 

nearly twenty years tefore Indep€ndence, the plan stated that: 

semi-literates to the 
tc provide elementary 
a strcng rural tias 

In order to prevent the drift of 
towns the first consideration is 
education in the village with 
suited to the envircnment and 
neighbourhood. The aim will be 
child with such an education 
become a more useful member of 

lccal needs of the 
tc provide the village 

as ~ill enable him to 
he villagE, whether as 

a farmer or a craftsman.39 

Unfortunately, the hiatus continued tetween policy statEments , 

such as the a bove, and their i flementation . 1he cry for a 

content and format of education which was relevant to the need s 

of the African child in the NigErian setting is still heard , lcng 
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after the Indepenaenc€ ceremonies of 1960 were concluded . 1he 

impcsed foreign educational system greatlJ assisted the chasm 

which existed between the home and the school , the child ' s 

education and his needs , 

cultural setting . 

and bis ability tc cope within his 

ij . Post - IndeEendence Edu c ation 

Since Nigeria's Independence , the educaticn laws prcmulgated 

by the States in the Federaticn {no~ the Federal Repultic) have 

attempted to adjust the €ducation of primary school childre 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 Bs 
Arithmetic and thus develcp 

b . de velop sound standards of 
behavicus; 

Beading , Writing 
permanent literacy . 
individual conduct 

and 

and 

c . acquire some skill and appreciation of manual wcrk . 

To achieve these aims the follcwi g subjects are taught 
in most schools : arithmetic, physical training , 
history# religious instruction# eography , nature study 
{and recently elementary science) # domestic science , 
needlework and cookery for girls , music and singing, 
art and handiwork , Engl i sh . •o 

Nevertheless in 1976 # M. o. A. Durcjaiye made the following 

points in his beck A]~~ Introduction to Educational Ri1,h2lf£l: 

It is suggested that African children are not receiving 
education that is meaningful and useful . For full 
developmen of their intelligence, their education must 
te based on their exferience • •• • 
~eachers in Africa have a great task to perform tc nake 
learning FUrfoseful and effective fer the African 



child. The school and the home ••• cftEn have different 
values and often Sfeak different 'languages•.• 1 
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Thus it would appear that the Nigerian educaticn system is 

still thecretically rather than practically cri€nt€d. 

Consequently, 

With the advent of formal education and the influence 
of different cultures, the traditicnal parent-child 
relaticnships and child-rearing practices have t ee n 
overthrown. Few traditional ccmmunities still retain 
these practic€s intact and many have had them dilut€d. 
Some no longer clearly reccgniz€ what the forms should 
be . More seriously, however, it would appear that some 
of the adjustments involved in a changing society have 
not taken Flace.• 2 

While some individuals attempted to convince government of the 

needs of the Nigerian child, A. Babs Fafunwa stated emphatically 

in 1974 that: 

1he present system {of education), instead of 
developing positive values in the scciety in which the 
African child lives, tends to alienate him frcm his 
cultural envircnment ; in other words, the system 
educates the child out of his envircnment. Traditicnal 
Western education has contributed in nc small measure 
to the failure of social and economic progress in 
Africa. It has disorganized and disoriented African 
societies, divorcing the educational needs cf Africa 
from the economic imFeratives. A ccreflete re-assessment 
of the goals of African educaticn ••• is a §in§ g~s 
n2n-• 3 

Fortunately, in 1981, the Federal Government announced that 

the general objectives of education would be (amongst others). 

character and moral training and the develoFment cf 
sound attitudes; 
developing in the child the atility to adapt tc his 
changing environment; 
giving the child oppor unities for develoFing 
manipulative skills that will enable him to function 
effectively within the limits of his cafacity.•• 
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1.54 

the Nigerian Gove rnment has 

madg Primary Education free and universal. As well, 

intention of the Government that, 

it is the 

in order to 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 methods employed 
in the primary school de-emphasize them morization and 
regurgitation of facts, encourage practi cal, 
exploratory and experimental methods •••• 46 

A process by which primary schools in particular can relate 

education to the Nigerian physical and cultural environment is 

the one on ~hich this study is based . That is, the US€ cf 

drama/theatre in the curriculum and elsewhere in the community. 

The ref ore, wrcte Durojaiye, "Those aspects of the cultural 

environment and practices which are worthy cf preservation shculd 

be activated in the learning process." 47 Elements of the 

traditional education of Nigerian youth may be integrated into 

the present mode of education through drama/theatre activities. 

Consequently, 

(a)s far as children are concerned, the aim is net 
merely an Ofpcrtunity fer enjcyment but also for 
understanding of their own culture and the new material 
that is being related to it. It is an Ofportunity for 
cultural environment as an in egral part of the tctal 
educational frcgramme. The aim alsc is to broaden 
children's cultural horizons to the pcint where they 
s ~e themselves as part cf a total culture. They should 
see their education as a process within the culture and 
their ultimate goal as preserv·ng the geed elements of 
their culture and adding to i • 'Ihe music, dances, 
plays and places of interest in the ccmmunity must be 
include d in such an educational programme . 48 
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Chapter VII 

INTEGRA1ING DRAMA INTO 

THE SCHCOL CURRICULUM IN NlGERIA 

1. Nigeria's Objectives in Education 

Increasingly, in recent years, drama has been included in the 

curricula of many primary and elementary schools in Europe , 

Britain, the United States and Canada. Its inclusicn is based en 

the concept that knowledge is not simply received tut that the 

learner needs tote given cpportunities tc take new knowledge, 

reflect upon 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 therefore a valid 

approach to teaching and learning. 

"Drama," writes B. J. Wagner, forms "the expressive matrix cut 

of which all ccgnitive learning develof~•"' Its overall goal is 

toward the development of the whole child, socially, emotionally , 

intellectually and spiritually. It at emftS to encourage children 

to deepen and challenge tr.eir percefticns cf themselves, assume 

responsibility, ~ork independently and socially, accept group 

decisions, develcp new interests, increase inventiveness and to 

motivate them toward new information. 

......... j 
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Due to the diversity of the techniques fer drama in action , it 

is inadvisable to prescribe one specific process . When drama 

techniques are used , they must be considered in I€laticn tc the 

needs of the particular group , within the school , and ultimately 

within the society. Therefore , a merging of the previcusly 

described forms cf creative drama , drama-in-education , and 

develcpmental drama ~ill te used to tuild a mcdel fer use in the 

Nigerian School Curriculum . Since much cf traditional indigenous 

African education consisted cf practical dcing and experiencing, 

it is logical to utilize the techniques of drama in the 

educational curriculum. Therefore, Sfecial emphasis will be 

placed on the drama that will make edu c aticn more relevant fer 

the Nigerian child in the emerging naticn . 

This education will reflect the culture of the people and , as 

does indigenous educaticn , ~atisfy the need£ of the child within 

that culture . In 1981 , the Government of the Federal Eepublic of 

Nigeria stated that "since the rest of the educaticn system is 

built upon it, 

failure of the 

the primary level is the key to the success or 

whole system . 112 Consequently, the general 

objectives cf primary education in Nigeria will be considered in 

view of the role that drama can play it attaining tto~e 

objectives . 

The first objective of Nigerian primary education is: 11 the 

inculcation of fErmanent literacy and numeracy , and the ability 

to cc rn municate effectiv-ely." 3 "Literacy" and "numeracy" are 
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defined, respectively, as the ability tc read and write, and to 

count or number.• ihese have always been cbjectives in 

traditional Nigerian education. The ability tc ccwmunicate 

effectively was encouraged by "cbservation, imitation and 

participation (~hich) are some of the majcr learning frocesses 

even in this modern age . " 5 Drama emfloys these learning frocesses 

and they can be used as an exciting affroach to help , for 

example, the teaching of reading, language arts and mathematics . 

Since communicaticn is an integral part cf the drama process , it 

may create situations that allow the child to expand verbal and 

cognitive capacities. James Moffett•s study indicates that 

creative drama activities allow the c hild ''tc begin to single out 

verbal modes frcm the other (i . e . body, mind and tongue) and thus 

to activate speech in particular. " 6 Th us , vocabularies may grow 

and independent thinking may be stimulated . It motivates reading 

and research, as well as comprehension and appreciaticn . 

Furthermore , it capitalizes on the child's innate curiosity 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 cf Nigerian rrimary education is: 

"the laying of a sound tasis for scientific and reflective 

thinking . "7 Scientific and reflective thinking cannot occur in 

the human being unless there is an u der~tanding of self . Ann M. 

Shaw ' s Taxoncmical Study re vealed that a major objective in the 

creative dramatics field , seeks to develop in the child 
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participant "the pursuit of a clearer and mere comFlete 

understanding of cne•s self and others through the Frocess cf 

identification . 118 100 often, teachers impcse information apon 

children who have little interest in the subject and its content, 

and therefore , when examined only a regurgitation of the facts is 

produced. If the child is given CFFOrtunities to express himself 

spontaneously through his imagination, his voicer bis tcdy , and 

his feelings or emotions , he will develof his personality and 

begin to understand himself . These imfressions must tE rel€ased 

to allow the precess of thought or e~pressicn to grow . When the 

child understands himself he will inevitably begin to understand 

others. He will then have little difficulty in mastering the 

ideas of other peofle . He will be mere atle tc reflect upon them 

and formulate opinions. 

Scientific and reflective thinking reguires discipline, 

contrcl and patience, knowledge and vision. These are the 

necessary for creative thinking, which should be 

developed and encouraged in the curriculum. As the 1982 Calouste­

Gulbenkian Foundation reforts: 

Creative work is FCSsible in all the various modes of 
thought and action of which bu an tEings are cafatle. 
It makes just as much sense tc talk cf creativity in 
science, engineering , mathematics and philoscphy as in 
the arts ••• it is not enough tc fromote creative 
activity only within one or ether fart of the 
curriculum. Ihe need and the opportunities for creative 
activity must be seen as central tc all ~ork in 
schools. 9 

Furthermore, "An essential aspect of creativity ," says Cr . Edwin 
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Land, the inventoI of the Pclaroid Camera, "is not being afraid 

to fail." 1 0 When drama opportunities are offered, the child may 

develop such creative abilities. A wellspring of cppcrtunities 

also allows the child tc classify, categorize and take part in 

deductive thinking which is the 

reflective thinking. 

tasis for scientific and 

The third general objective of Nigerian frimary education is: 

"citizenship educaticn as a tasis for effective participation in 

and contribution to the life of the societyfl.11 It has cften teen 

said that dramatic activities are a rehearsal for living. In 

drama, 

dangers. 

life can be "lived" in all its variety without its 

A child has opportunities tc work cooperatively with 

others, is encouraged to become aware cf and accept differences. 

He also learns deference and the need for self-discipline. He 

will be able to establish tangible experiences and relationEhifs 

on which to tase his likes and dislikes. He can explore his own 

feelings in a controlled environment; identify and empathize with 

the feelings of ethers, and thereby underEtand 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 movement and gesture to the ~ishes of the 
mind and spirit. A fully-developed human being is, ty 
definition, a full member of society, and the communal 
character of drama encourages the full develcpment cf 
the social grouf.12 

such opfortunities for learning and practicing new social skills 
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were indicated in Ann M. Sha~•s Taxoncmy. 13 Though many drama 

contexts include hypothetical situations, activities may be 

organized around historical and/or "real-life" occurrences. ibis 

will help to develoF an emfathy fer and insight into situations 

which involve the concerns and aspiraticns cf the Farticifants• 

community. Good citizenship involves the ability to understand 

others and a wilingness to contribute to the whole. 

lhe fourth general cbjective cf Nigerian frimary education is: 

"character and mcral training and the development of sound 

attitudes. 111 • sound attitudes develop when the opportunities are 

provided which foster a fOSitive self-ccncept in the child. 

Eleanor c. Irwin's 1963 study showed that a frcgramme of creative 

dramatics involving a large group of third grade children 

indicated measuratle changes in their fersonal and social 

development~ 15 lhese 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 ~ill be 

willing to expl cre, experiment, or take risks, because he knows 

that he can take a fOsitive stand withcut feeling rejected. 

Therefore, the child's attitude towards himself and others will 

grow in a healthy and acceptable .-a_y. Educational drama 

activities also provide learning opportunities in a safe context, 

where mistakes can be made and be rectified ~ithout 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 life situaticns.16 As 
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well, these activities are mere likely to develop socially 

acceptable behaviour since such behaviour ccmes frcm within the 

child, rather than through authoritarian demands. 

The fifth general objective of Nigerian primary education is: 

"Developing in th,e child the ability tc adapt to his changing 

environment." 17 A child's environment ccntinually changes since 

both the child and society change and grow , physically, as ~ell 

as intellectually. Children need exferiences tc help them 

understand what their 1:cdies can do, where and how their bodies 

can move, and lihy their bodies are changing so rapidly. (See 

Appendix B) Vercnica Shell:ourne, in her article on "Movement as a 

Preparation for Drama," stresses the inpcrtance of body awareness 

in the development of self awareness. 

Rhen children are encouraged tc become aware of their 
knees, feet, their hands, and perhaps of their bodies 
as a whole, they beccme more aware cf themselves. They 
can be helped to develop a stronger sense of teing a 
person , they can discover more sense of identity. 18 

Therefore, a child also needs to be given opportunities to 

explore and understand his changing fhysical environment . Through 

activities involving sensory perception, a child can develcp a 

heightened awareness of his surroundings. Ruth Beall Heinig and 

Lyda Stillwell in Creative Drama 1f! !hg Classroom Ig~fhi~ 

reported that "frcm our various senscry exferiences we made 

observations, ccmpariscns,discri ir.aticns , 

cone e pt s about the n at ur e of th..:. n gs • 11 1 9 

.and for med 

Alice B. 

our 

5nyder 

indicates that creative dramatics can teach apprcfriate social 
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behaviour as well as controll€d movement through Sface ano a 

sense of sharing. 2 0 Thus , drama can play an important role in 

"leading education toward a more humanistic approach to learning 

as well as toward the develcpment cf students who are capable of 

resfonding more rationally to their changing wcrld." 21 

The sixth general otjective of 

11 Giving the child opportunities 

skills that will enable him to 

Nigerian frimary educaticn is: 

for develcping manipulative 

function effectively in the 

society within the limits cf his capacity.u 22 When children are 

given chances to use their creative atilities in an integrated 

arts programme tteir skill in the use of their hands ~ill 

advance. Assembling a collection of objects that can be used in a 

creative drama experience can become an integral part of each 

group play . Situations which use the techniques of the weaver, 

dyer, carver, potter, or leather ~crker will allow children to 

experience the manipulative abilities of these artisans. 

Children's empathy for these vocations will increase, as t--hey 

investigate the tools , materials and the significanc€ of the 

activity. Selected drama exercises in mime will incr€as€ their 

imaginations, as well as giving 

appreciating the physical qualities of 

the children practice in 

weight and size. It will 

also stimulate their senses, insfire and develop their fOWers of 

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

The seventh general objective of Nigerian primary educaticn 

is: "providing tasic teals fer furt he r educational advancement, 
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including preparation for trades and crafts of the locality." 23 

When a child is given opportunities to tuila a sense cf resfect 

for his own ideas, to 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 Iynn 

Leaf's study of creative drama's objectives indicates that a 

child may demonstrate "a willingness to try new experiences, a 

willingness to tackle froblems and try tc sclve them, or an 

attitude of guestioning and thinking positively."2 4 These 

opportunities may be tuilt into educational drama exferiences 

within the curriculum. Thus, the child may move and speak 

confidently and appropriately in a wide variety of situaticns; 

explore and rehearse activities which can fieFare him for life, 

as well as gain specific training in social behaviour; expand his 

own resources and thereby promote an cpen and ready mind for 

fresh learning. Furthermore, the possibilities of visualizing and 

preparing for voca tional opportunites (availatle tc schcol 

leavers) are legicn in an integrated drama and arts programme in 

schools. 

!he justification for incorpcrating educational drama 

techniques into the curiiculum cf Nigerian trimary schools may be 

recogniz€d when its basic goals are ctservable. Not cnly must 

drama's position in the curriculu be cleaI, tut it must also be 

accepted that it is a fIOcess which requires careful guidance, as 

well as skillful organization. Consequently, there is a need fer 

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

This study fIOfoses to show how a teacher committed tc a 

holistic education may integrate drama intc the cuiriculum as an 

educational technigue . As Char l es A. tuke so aptly states: "if 

the new philosophy , the new apfroach will fit into the familiar 

and the comfortable , there is a greater chance that risks ~ill be 

taken . 1125 

G:n December, 19e1 , a questionnaire was distributed in Calatar, 

Cross River State , South Eastern Nigeria . It was designed to 

investigate the interest and desire of parents and teachers to 

engage their children and students in meaningful drama/theatre 

experiences. 26 Analysis of the response sho~ea that, amcng those 

questioned, ninety-four percent welccmed the inclusion of 

drama / theatre activities in the schools. Local fclklore and 

festivals rated the highest among subjects for presentation or 

investigation, followed by social problems , historical sutjects 

and a demonstraticn , in dramatic terms, cf the metric system . 

Vocations and job opportunities rated fifth in the list cf ten 

subjects ~ TEachers generally agre€d that mathematics was the most 

difficult subject for children to astEr , and therefcrE they 

believed that dramatic activities ight make its concepts more 

readily understood . 1he majority of parents wanted their children 

"to participate in a creative activi y" because as y,et there was 

"no creative drama at school." 
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It appeared, from the results cf this samfle survey, that 

local support for a school programme of creative activities was 

strong. Both parents 

there was a need for 

and teachers ultimately understccd that 

an education ~hich prepared the rising 

generaticn for a rapidly c hang ing ~orld. 

Alvin Toffler , in Future Shock, spoke fer American education 

when he wrote that all students must have a gro~ding in certain 

common skills which are needed for human co mmunication 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. 1offler advised educators wbo are concerned with 

the future to "systematically organize formal and infcrmal 

activities that help the student define, explicate, and test his 

values, whatever they are." 2 7 Charles A. Duke concluded therefore 

that the curriculum of the future calls for a combination of 

factual knowledge and training in what Tcfler called "life kncw­

how." ''Somehow," said Duke, "we must find ways to balance the 

two, developing environments which stirrulate the producticn cf 

both."28 

The implementation cf drama in the ~chcol curriculum may be 

the answer. In mcst primary and secondary schools in Nigeria, 

drama fer children is still linked with theatre rather than sEen 

as a continuum from play activities tc a context which will 

"illuminate and provide meaning within the context cf human 

experience and response." 29 Many teachers may feel they have too 
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little knowledge or lack confidence to tEgin such an integratjcn. 

Others protatly even fear the "emotional" exFlosions that may 

erupt in the classroom. 

the school are too 

Some feel that teaching attitudes within 

authoritarian or the organizaticn tee 

inflexible to incorpcrate drama into the Fiesent curriculum. In 

children were more able to the past, even in rural schools, 

relate to the teacher on a one-to-one tasis. 1oday, in Nigerian 

schools, the child's EXferience is drastically different. The 

flight of Feofle to already congested urban areas is ccufled 

with the realization of compulsory primary school education. 1his 

combination results in situations where children, eguifped with 

only minimal proficiency in English, are taught in that language 

in over-crowded classrccms. It is therefore understandable that 

young teachers (who can qualify to teach in primary schocls after 

only two years tEacher-training folllcwing their cwn primary-six 

examination) would be afraid of an apfroach to teaching which 

r e quires self-ccnfidence, vitality and imagination. 

Fortunately, the use cf drama-in-education does not call for 

an overhaul of the entire educational system. Rather, it offers 

approaches to teaching which use the wealth cf materials, 

situations and ideas easily 

class. It does require an 

teacher. He must reccgnize 

contribute to the students• 

accessible to the teacher and his 

open attitude on the part of the 

how tbe e~feriences presented may 

cognitive, affective, psychomctcr, 

perceptual and voliticnal development. Alsc, the attitude, 

commitment, and belief cf a teacher will affect students• 
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responses. The teacher has been descritEd as motivating and 

facilitating learning ty acing; being receftive to students• 

needs and assessing the possibilities inherent in the situaticns. 

The questions posed should allow the child tc deal with them from 

his own understanding and should net ccnstitute a threat. 

Questions may deepen and extend the activity; as will reflective 

discussion after the event. 

It is not the intention of this study to outline drama 

teaching techniques. These most often ccme frcm perscnal 

experience, through first-hand observaticn and, to a great 

extent, inspiration from teachers of the field's "master 

class es. 11 

The following material, however, is cffered as a seguence of 

activities which can assist Nigerian tEachers in guiding their 

students through relevant drama experiences. 

2 . A Method for Lntegrating Drama into the curriculum 

Though drama may tie the curriculum together and break down 

unnecessary subject boundaries , its implementation will require a 

radical rethinking of teaching objectives. Course outlines in 

Nigeria require that teachers cover a certain amount cf subject 

material each period, week and month. Therefore, though certain 

curriculum subjects will te dealt with sefarately in this study, 

the use of drallla allows children "to use all their knew ledge and 



experience to SUfpcrt their imaginaticn , 

173 

consolidate their 

understanding , to ask questions , relate to ethers through drama , 

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

Since Nigerian course outlines fer each subject are not 

available to the writer , relevant sample topics and material will 

be used . Some topics will be more fully dealt with than others, 

though in all cases the aim is to use and investigate indigenous 

subjects and ccntexts. This will influen ce the often ~estern­

oriented syllatus tc be mere meaningful to the child in an 

emerging naticn . 

The easily available storehouse cf fclklcre and oral tradition 

is at the disfosal of the educator . Polklcre refers tc all 

traditonal materials which are transmitted orally through time 

and space. 3 1 The most common types cf folkloristic material 

include: myths, folktales, legends, jests (jokes) , fro verbs , 

riddles , charms, superstitions , children's games, gestures, 

tongue - twisters, festival practices , traditional dances and 

folksongs . Because folklcre is 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 p€ople, it ~ill 

be found in their folkl cre . 1132 Therefcre, it is logical fer 

teachers to use the folklcre cf Nigeria to supFlement their 

curriculum in order to disco ver what is relevant to their culture 

and important tc ether cultures . 
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The following format maj be used to extEnd the 1€arning 

experience when integrating drama into the curricular subjects: 

I Pre - lesson discussion questions 
II Pre- lessen activities 

III The lessen 
IV Post- lesson discussion questicns 

V Post-lesson activities.33 

This format is cnly cne of the many methcds that may be used . It 

was chosen to help facilitate the use of drama ana related arts 

activities into Nigerian primary school classrooms . !he guesticns 

and activities for the topics outlined are examples . The teacher 

should use them at his discretion , kncwing his students and ~hat 

activities would be most appropriate for their level of 

experience . 

Though each lesson vith its related activities is able to 

stand on its own , the teacher should seguence the activities so 

that one lessen follows naturally frcm the preceding one . 34 In 

this way children learn to connect one activity with ancther , and 

see the relationships and related meanings . The activities also 

help the teacher to understand ~hat a child has absorbed ana how 

further expansicr of comprehension may tE achieved . 

Opportunities tc practice with the literatuie , history, etc. , 

by playing out and talking about the characters, themes and 

situations , help develoF skills which the child can emflCj in 

later lessens. 1he cumulative effect causes the child to 

synthesize , project, create and analyse coherently and 

imaginatively ttrcugb the dramatic experience . 
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I Pre-lesson discussicn .9..Y§§.!1£!!.§• 

To arouse the child's interest is the aim of the fre-lesscn 

discussion guesticns . Each child's ccmfrehension of a star] or 

subject matter may be different, due to his unigue perscnal 

experiences . Therefore , it is worthwhile tc explore some of the 

larger ideas or meanings of the topic before they are fresented 

with the material . 1he suggested Cfen-ended guestions are 

designed to make the child think and vertalize opinions about the 

relevance of the fropcsed topic. 1hey encourage the child to 

think and offer opinions. The questions de net reguire a yes er 

no c1nswer , but inspire a develofment of the subject through 

conversation. For the child, the guestions are investigative; fer 

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

Periods of guestioning and answering may afpear to be free, 

noisy, disruptive and undesirable in the classroom. This is 

because many parents (and educators} in Africa believe that 

children need to be controlled firmly or else they will be 

spoilt. Professor Durojaiye explains, 

Lack of pupil-teacher interaction and lack of dialcgue 
during the learning precess characterize most of our 
children's learning. The vicious circle cf low 
integration, lcw par tic ipa ticn, lcw self-es teem and 
conseguently low motivation for learning is all tee 
freguently cbs€:rved in African classrocms •••• 3s 

This is also understandable since tbe cultural background of the 

children does not emphasize and encourage verbal interacticn 
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between adult and child . The child is exfected to be seen ana not 

heard in most hemes and classrooms . 

Because of these cultural beliefs , teach~rs must afpreciate 

their responsibility as disfensers , interrreters and initiators 

of learning and knowledge . In additio , the teachers' tasks 

involve the d€velopment of students • sccial skills for social 

integration . Asking questions in a relaxed informal manner , \ill 

offer Ofportunites for children to learn tc give and take . If 

children are made to feel that the questions are neither testing 

them , nor creating a str€ss situation, their respcnses , instead 

of being hindered , 

feelings . 

will be free and mere revealing of personal 

The following key words and samfle guestions may assist 

teachers in designing their own open - ended questicns for fre­

lesson discussicn questicns in any subject: 

Pretend ••• 
Suppose •• • 
C nsider ••• 
What might hafpen if ••• 
What happens when ••• 
Can you describe a situation where ••• 
what feel~ngs do you ha ve when ••• 
How are •• • similar/di ssimilar ••• 
Why do yo u think ••• 
How many causes of •• • 
~hat makes you think that ••• 
What ways can you think of that •• • 
What generalizations or rules can you fcrmulate from ••• 
Rave you ever ••• 
How would you feel if ••• 
How can we show that we need ••• 
What kinds of plans will we a e for ••• 
what can we do to show our appreciation of ••• 3 6 
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II Pre-lessen actjvities . 

Relating fantasy and fact to real-life experiences is the aim 

of the pre-lessen activities. Comfr€hension means understanding. 

A child will understand the situations in the story, the 

background to a historical event or the need for particular 

social behaviour, because he recognizes the needsr feelings and 

predicaments as they relate to his own experience. '!his .ill lead 

to better comprehension. The activities can be used as jumping­

off rcints for writingr talking, dramar painting ana further 

reading and research. !he children will find that there are no 

right or wrcng answers in this section, cnly a growing awareness 

of themselves and the wcrld arcund them. teachers should choose 

activities which are afpropriate for their classes. the fericds 

must be considered as whcle-class stimulationr as well as 

Ofportunities for small group or individual wcrk . Generally the 

follcwing activities can be attempted in small groups er with the 

wholE: class: 

-dramatize an event 
-conduct an experiment 
-research a tcpic 
-hold an interview 
-discuss a newspaper reportr an advertisement, etc. 
-invite a Sfeaker to the class: members of the 
community, a parent, the principal . 

Various methods of rerorting a snall group activity or 

individual work and research may include: 

-demon strati c ns 
-diagrams 
-maps 
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-pictures 
-drawings 
-charts 
-displays 

It should be reiterated that these suggestions are only a 

beginning. A teacher's knowledse and eJFerience of the class may 

elicit equally appropriate analogous or parallel experiences from 

the children's tackground . As well, these activities should help 

the children to identify more intensely with the tcpics tc te 

studied. 

The focal point of this five feint fcrmat for integration is 

the Jes sen. There are several ways in which it may te apfroached. 

If the particular lessen involves reading a chapter from a took 

or a story , many methods cf presenting the material are available 

to the imaginative teacher. If the material is tote read alcud 

(from a story, a chapter in bistcry, a s ection in social or 

health science), a child may be chosen to do this, but cnly 

-if he alone has a copy of the ~aterial 
- if the listeners are not familiar with what they are 
going to hear 

-if the child has had some previous 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 to a grouf of children to prepare 

as in "Readers 'Iheatre . " 38 In this case , one child ma_y read all 
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the descriptive passages, and as many other children as are 

necessary may read the dialogue of the characters. Here again, 

the listening children should not have cofies of the material, 

and the "performing'' grouf must have time to rehearse the work . 

A third methcd f or presenting stories and other material may 

be throug h the use of puppets. Puppets can be simfly nade with 

stuffed paper tags, flastic bottles, seeks and other found 

objects. In all cases the manipulation of the puppets should net 

distract from the «aterial presented. 

Sectioning and group discussion is another important metbcd. 

Here i n stories and other ~aterial may te read in sections. For 

instance, a t e acher may wish to read the beginning cf a story or 

chapter and then stop for group discussion. At ancther time, he 

may wish to read as far as the climax and then ask guestions 

which hypothesize about the motives or needs of the characters 

and the ir relationships with others. Furtherm ore, questions may 

invol ve r e calling and locating intro ductory information, such as 

the time, s etting , situation and perscns involved. ether 

questions might elicit suggestions concerning the cutccme of the 

story/situation. However in all cases thE questions should create 

interest and possitle susfense abcut the climax or conclusion. 

Al l the foregoing presentational methods are intEnded to 

extend the children's learning experience. They offer children 

opportunities to create their own literature, write their cwn 

histories; research their cwn culture, sccial history, health and 
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hygiene practices; write reforts; letters and mcnolcgues, et c. 

IV Post-lesson discussion guestions: 

The aim of the fOSt-lesscn discussion is to assess the child's 

understanding cf the material. Questi cns which relate to 

particular subjects and stories may he presented tc the class for 

open discussicn or written answers may be requested of each 

child. Most cf the questions will helf the teacher to teccme 

aware of the child's ccmprebensicn, thcugh the guestions may 

elicit very individuali2ed responses. Here, tee, there need not 

be any completely right er wrong answer. Each child needs to be 

encou raged to deal with the questions from his own und erstanding 

of the material. !eachers should acceft that the written or cral 

responses represent the child's opinio ns . Sometimes these written 

responses can be read tc small grcups sc that peer-group sharing 

will take place. 

Suggested post-lessen discussion questions may be formulated 

from the fellowing key word and samples: 

- Tel l me ••• 
-state ••• 
-compare ••• 
-What happened when ••• 
- What caused ••• 
- What does--mean when ••• 
-Is it fair;unfair;right;wrcng ••• 
-In your opinion ••• 
- What were your reactions to ••• 
- What feelings did you have when ••• 
- What meaning did you understand fe r ••• 
- De 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 lessen did this story teach us? 
-What other titles might be appropriat€? 

V Post - lesson activit i es 

These firal activities are designed to help children reveal 

and often intensify thei r comprehension , 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 er inferring the rrain idea 

and relating it to pr e vious material; still ethers may see 

reacti ns , opinions and emotional response to the mateiial 

through dramatic flay . 

Some of the fellowing suggested activities are skill - oriented . 

They ask the child to note the author's atility to use language 

and imagery . '!hey als c ask the child tc explcre the "language" 

of the material himself and cffer bi ccmparable opfcrttnities to 

use "language" wheter it is in literature, science , mathematics , 

or physical education . 

Teachers may extend the material by creating activities which 

integrate with ether subjects areas . For example: 

-find/research related material; 
-change the situations and/or characters to other times 

and places , and find the cc pariscns , parallels , or 
relevances to their own times and culture; 

-invent or hypothesize different conclusions or 
endings; 



-debate the issue, er transfer the case to a 'la~ 
court' and guestion or justify the reasons for the 
outcome; 

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

-write a fOem about the material; 
-write a scng about the material; 
-compose a musical score for the material; 
-relate the uaterial tc history, science, physical 
education, etc.; 

-invent a game using 
techniques of the 
questions. 

the facts, 
material, 

infcrmation or the 
with skill testing 
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Using the format outlined, the following subjects and 

situations: Language Arts and Literature, Social Studies, Art, 

Music, and the School Assembly, will te used as exanfles for 

integrating drama into the curriculum. Lessons invclving a 

sequential develcFment of skills in creative drama are found in 

Appendix c. !hey are a prerequisite to successful use of drama in 

curricular subjects. !hey include activities in sense memory, 

emotions, ccncentration, characterizaticn, rcle-playing, dialcgue 

and story dramatization. 
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(i) Drama and Language Arts and Literature 

The study cf Language Arts includes the development of 

auditory and speech skills, oral and written vocatularies, and 

speaking and writing abilities. The study of literature includes 

the development of an appreciation of the cral and written wcrd, 

as presented in ficticn and non-ficticn, fOetry and Flays. 

Dramatic activities which allow children to use language and thus 

understand themselves tetter are effective tools for teaching 

both Language Arts and Literature. 

Literature offers a variety of materials 

language and an appreciaticn of the written 

on which tc tuild 

word. Integrating 

drama with these studies assists 

and comprehension, and develops 

discrimination. It encourages the 

and reinforces the mechanical 

in the building of vocabularies 

listening skills and auditory 

Fractice of original writing, 

skills cf comfositicn. The 

following activities describe concisely how they may be used with 

a simple African folktale in a Literature and Language Arts 

class. 



I. PRE-READING CISCUSSION .2.Q~S'I,IQ]~ 

1. Why do you think some peofle need to brag about their 
exploits? What makes them feel they need to descrite what 
they have dcne or what they can do in loud and conceited 
ways? 

2. What kind of perscn can you imagine who needs to change a 
story or make an incident seem more imfertant than it really 
was? How many eiamples can you give of such a situation? 

3 . What things do you think cause scme people to feel sufericr 
towards ott:ers? 

4 . What makes seae feople able to acceft credit fer some geed 
that they have done with cnly a smile? Ho~ many examples can 
you give? 

5. What kinds of jots in your ccmmuEity require a gracious 
acceptance of their worth? Would it te destructive if the 
worker continually praised himself and the ~ork he was 
doing? Can you give some examples where this may have 
happened? 

C . Cc m.ea ri sons 

6 . iihy do people need tc ccmpare each other--their size , their 
wealth , tbeir intelligence , their leeks? Do you think the 
world would be a happier place if ccmparisons ~ere net 
always made? Why? 

7 . ihat makes a ferscn or a ccun ry 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 FeCfle were smaller , er fOOrer , OI weaker , 
and yet had Fower? 
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II. PR EREADING AC!IVITIES 

A. the three Wishes 

Sup ose you were given three wishes. 'Ihese wishes can cnly t:e 
used to make the world a hafpier place for everyone to live. 
Think about the three wishes below and describe the effect you 
think they wculd create. 

1. If everyone had the same strength, skills and intelligence, 
there would te nc more inequality in th e world. 

2. If everyone Earned the sane amcunt cf money, there would be 
no more poverty. 

3. If ev e ry heme, village, city and ccuntry was the same, 
there would te true eguality. 

Now write out your three wishes for the wcrld, and describe 
the conseque nces. 

1. ------------------------------------------

2. 

3. 
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Suppose you were the Chief of your tcwn . One day a 
professional wrestler, who has always won his matches , had a loud 
argument with ycur official •town crier•. !he towncrier told the 
wrestler that he thought he was mere po~erful than the wrestler. 
The wrestler was very insulted and insisted that you and ycur 
counsellors shculd dEcide who was the mcst fCwerful. 

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

Chief and Counsellors 
Townspeople (witnesses) 
Towncrier a nd his family 
Wrestler and h~s manager or family 

Allow each group tc meet first and draw Uf reasons why they 
should be considered the most powerful. 

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

III. 1HE LESSON 

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

In the country of the Animals, there once arcse a disfute 
between the elefhant and the cock. The elephant had for long teen 
proclaimed as the strongest animal, and he had fer a lcng 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 cock 
suddenly jump•ed Uf and ccntradicted the elefhant.. 'No, my 
friend,' he crowed, •you think that en 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 knew how to use what strength the gods have given ycu. • 

'If I am net the strongest of 
elephant, 'th<an perhaps you would be 

all animals,' replied the 
geed encugh to tell me who 
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is. I shall be interested to learn of a greater animal than 
myself, because I have yet to meet him.• 

' I am not talking about the size of animals , ' replied the 
cock , 'I am talking abcut their strength and pcwers. ihat is size 
without power?' 'You speak the truth, «y friend , but you have 
still to tell me who is the strongest of all creatures.• 

'I am , • crow€d the ccclc . At this there was great excitement 
amongst all the animals . Some were amused and some were anncyed 
with the cock and bis loud braggings ~ays. 1he elephant remained 
unmoved , and when the excitement had died away he slowly arcse 
and flicking his great trunk majestically he said , •o cock , look 
well upon me, for here you see the king of the jungle , the 
strongest and largest of all the animals 0£ the kingdom. Wherever 
I walk I leave behind me .roads that all may witness my passing. 
Nothing remains in my way , I smash tracks through the thickest 
forest and even the great, fully - grown Falm trees can be uprooted 
by the twist and power of my trunk. What other animal can do such 
things?' roare a t.h e elefhant . • Let him s i:eak now if he wishes . ' 

There was great applausE for the elephant when he sat dcwn 
again . Then the cock stead up . 'What is your great and clumsy 
strength fit fer? All ether animals move quietly and quickly 
through the forest leaving no marks of their passing , they Fass 
silently on their ~ay, and in stalking their prey . What use is 
your stupid tree - smashing? I am the strongest cf all living 
creatures, for I can wake peoi:le up frcm the deepest of sleef . I 
can perform many wcnders , e ven to the a\akening of the dead if I 
so desire . I am the god that summons the sun back to the earth 
with my great voice , the guard and summoner of light , • replied 
the cock. 

After this speech there was a silence amongst the animals . At 
last the tortoise spoke , 'Let there tE a contest fixed tetween 
these two and we can then judge who is the strongest creature on 
earth. ' 

The idea 
elephant and 
suggest ion , 
days• time . 

met with the general approval cf the company. The 
the cock ~ere equally agreeatle to the tcrtcise•s 

and the contest was fixed to take place in a few 

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 rack cf forest had be selected 
by the Animals' Council , and with a great bellow the eleftant 
charged down on the spot . Scan clouds of earth and laterite were 
rising in the air , and the elephant was completely hidden frcm 
the onlookers. Trees , tranches and stcnes rcse high above the 
dust clouds , and there ~as a terrible noise of splintering weed . 
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Nov is so happened that the Animals' 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 , in great fear of their lives, 
hurriedly settled on his body , it being the securest placE cf 
refuge. So as the elephant went on , his body became covered .ith 
thousands upon housands of insects, until they ccmpletely 
weighed him down with their great numbers . In his great fury and 
concentration on the contest , and because of the clcuds of dust 
that arose on all sides of him , he did net see them, but he felt 
his body growing heavier and heavi€r . At last tired out and 
exhaust e d, an d weighed down by his great weight , the elephant 
gave up smashing this track through the fcrest , and thrcwing 
himself down on the ground , he was seen fast asleep . The cock 
had been watching the elephant all this while , and when at last 
he saw his rival fall asleep , he came up and perched on his tcdy, 
and began to peck the insects off cne one and devour them . He did 
not eat them all , however , for directly the insects found the 
elephant had fallen , they made haste tc return to their smashed 
and broken homes to inspect the damage caused ty the grEat 
animal . While the elephant slept on , the cock went on pecking , 
slowly picking off and eating what insects remain€d , until at 
last the elephant • s body was ccmfletely cleare d of the m. In fact, 
the elephant had never been so free cf insects in his life 
before . 

At long last, he awoke to find himself surrounded by laughing 
and jee ring animals , and his track unfinished . Perched on bis 
back stood the ccck , and the elefhant felt him pecking at his 
back . He got up quickly and as he did so , he vas amazed to find 
his body so very light . ~be elefhant did net stop to insfect 
further , for a great fear had seized him tecause he cculd feel 
the pecks of the cock all o ver his body , and his lightness at 
once l d him tc believe that he was teing slowly eaten away cy 
the cock. 

With a great bellow of fear he smashed his way intc the 
forest , shouting that he had no wish to remain and be eaten ty a 
cock, and that in future he would not participate in any recre 
contests that were not fairly conducted . Thus end€d the trial cf 
strength betwe€n the elephant and the ccck . 

Since that day , the elephant has kept himself to the depths cf 
the fores t and tush , and far frcm the scund cf crowing cocks. As 
for the cock, he was not proclaimed ty the Animals' Ccuncil tc be 
'the strongest creature on earth' , tut his conceit never left 
him, and ever since that time all cocks have locked upon 
themselves as creatures of great i portance and power . 
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IV. FOST-READING IICUSS1CN ~Qli~IJQ]~ 

1. can you think why tte Council of Animals decided tc have a 
meeting? 

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

3. How many reasons can you 
elephant nevec considered 
himself? 

give that would exflain why 
anyone could be stronger 

the 
than 

4. If the Council of Animals bad not chosen a section of the 
forest infested with insects, how de you think the ccck cculd 
have won the ccmpetiticn? 

5. What reasons do you think caused some 
amused and others to be annoyed at the 
that he was the strongest of all animals? 

cf the animals tc be 
cock's announcement 

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

7. Do you think the elephant was right in suggesting that the 
contest was not fairly conducted? 

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

9. Why do you think the Council cf Animals ne ver proclaimed the 
cock •the strcngest creature on earth'? 

10. What creature ~ould you proclaim to be the strcngest or the 
most powerful? Give as many reasons as you can for ycur 
choice. 



V. POST-READING ACTIVITJES 

A. Elements of a stori 

The chart below lists the major €lements found in a story 

Fill in the chart using the story ycu have just read . 
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Then think of a story you would like to write . In the (t) 
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 come at the beginning and the Hero at the end , or 
the Problem before the Setting . 

Read your story tc the class or disflay it on the notice board 
with ether s~ories. 

CHARAC'IEES SETTING PLO'I 

HERO/ VILLAIN OTHERS PLACE/ PRCBIEM GOAl CUTCCME 
HERCINE WEATHER 

Hare Elephant HifpC An Ne To win Humor 
Island privacy r€Sf€Ct 
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study some n ewsfafer articles to see how they are written to 
make them eye-c atching and interesting reading . 

In pairs, discuss what you think should be included in a 
news paper article . 

A is a reporter for a newspaper . 

Bis a charact er who has been affected in some way by t he 
i ncident s described in the story which you have just read , 

Hen 
Mrs . Elephant 
Tortoise 
Insect 
Mr . Spider 

As the r eporter, prepare questions which will enatle ycu to 
write an interesting article fer yocr newsFaper . 

As the interviewed animal, imagine the situaticn as it 
aff ected you, persona lly. Answer the guestions honestly . 

-How long have you lived here? 
- How did you hear about the Great Competition? 
- How were you affe cte d personally? 
- Who did you vish to win? 
- Do you think the competition should be held annually? 

Together 1 write your newspaper report. 



Ose phrases er grCUfS of words tc expand the 
sentences. 

The cock contradicted the elephant. 
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follcwing 

The boastful cock suddenl_y jum.1:ed U£ ~Jlg !!! ~ lOl!Q :rni~_g 
contradicted the large ungainl_y elefhant. 

1. Ihe elephant arose and SfOke. 
__________ the __________ elephant arose _________ and spoke 

2. The cock steed up. 

3. Animals move through the forest. 

4. There was a noise. 

5. Ins cts settled on his bcdy. 

6. He awoke to find himself surrcunded. 

7. The elephant lives in the forest. 

8. The cock is fIOUd. 



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

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

The elephant ~as as tig as a mountain. 

1. The cock sounded like 

2. The elephant stood like ------------------------------ , _____ _ 

3. The tortoise SfOke like ________________________________ _ 

4. The insects were as frightened as __________________________ _ 

5. His body became as heavy as _________________________________ _ 

6. The cock pecked a~ fast as ________________________________ _ 

Using characters and situations frcm the stories you have 
read, invent your cwn ccmfarisons. 



Complete these tofic sentences. 
Choose one to start your cwn story 
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Elephants are conspicuous except ~h§n th§! ~re ~Jth Ihin~~ sBQ 
hi.E£Ofotamuses. 

1. Elephants are clumsy except when 

2. Cocks are loud and noisy except when 

3. Cocks are small except when 

4. Tortoises are slow except when 

5. I am generous except when 

6. I am brave except when 

7. I enjoy ccmpetitions except ijhen 

8. I like to laugh except when 
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F. 

A. TELL IT I 
7 ~ I B. SPOIL IT ~ IC. CORREC'I I'I 

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

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

3. When B has ccmFleted his versicn of the story, c corrects 
B's versicn and tries to make it similar to A's versicn. 

A. WRITE I'I 

I B. RUIN IT h C. CORRECT IT 

Everyone in the class will write down his summary of the 
story. Be sure to make the sentences clear and concise, and 
include a beginning, middle and end tc the stcry. 1hen pass 
your story tc your neighbcur en ycur right. 

2. With the new summary before you, rewrite it removing words 
and adding your own words. These may te made-up wcrds, 
words in ancther language, er j~st the beginning of the 
correct word. ~nger1iB£ each word you have changed and 
number them £rem 1 to 10. 

Pass this summary to your neigbbcur en ycur right. 

3. With the new summary (frcm your neightcur en ycur left) try 
and find the ccrrect words fer which he/she has underlined 

4. 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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Use the fellowing fhrases in your c~n sentences. 

a. laughing scftly to himself 

b. trumpeting with fleasure 

c. laughed loudly 

c. laughed indulgently 

e . thoroughly enjoying himself 

Now translate your sentences into gestures and acticns which 
show their varicus meanings. 
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The aim of integrating drama into any subject is to help 

children to gain a further understanding cf themselves and the 

world in which they live. Dramatic activities may grc~ cut cf 

most study-un its in social studies. 

suggests: 

As Ruth Eeall Heinig 

Through creative drama children can pretend to be the 
feople and things they find interesting and 
significant. Ibey can relive the EXferiences of others, 
of the various people that inbatit their ••• social­
studies bccks ••• They can exferiaent with societal 
roles, and in the process, identify and emfathize ~ith 
other, learning of their concerns, 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 teal. It can use elements of ether subjects, such 

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

make the learning experience even more relevant to the class. 
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I. PRE-LESSON DISCUSSIC~ ~QI~I11]~ 

1. All of us have families . We usually have to live with cur 
families whether we want to or not. Sometimes living with 
the same feople , every day# becomes difficult . What rrakes 
it difficult? Why do we sometimes get impatient with the 
people we live with every day? 

2. In every family theie is the oldest and the youngest . What 
responsibilities are you given in your family? Is it 
because ycu are the oldest OI youngest? Do you think this 
is fair? Descrite some of the things you have to do in 
your family . 

3. Everyone is different . No twc pecple are the same . Each 
person has his own opinions ana needs . In a family, is it 
easier or mere difficult to understand your brother's or 
sister's differences? ~hen ycu want to do ~ometbing 
different, how does your family react? Do you think it 
would te tetter if every member cf your family behaved and 
thought in the same way? 

B. Neighbours: 

4. What is a neighbour? Everyone has neightcurs . Cities have 
neightouring towns . Villages have neighbouring communities . 
communities are made up of neighbcuring feople , who live in 
houses . Each house has a neighbour, whether it is a few 
metres or several kilcmetres a~ay. Whe are your neighbours? 
Who are your city or town neigbbcurs? Who are Nigeria's 
neighbours? ~he is your neighbour in the classroom? 

5. Sometimes we choose our neighbours, tut eften we must 
accept them. Sometimes we may beccme very good friends with 
our neighbours and at other ti es were hardly know their 
names . Why do you think this might be so? ~hat haFfens when 
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neighbours do not talk to each other? 

6. Sometimes neightcurs argue and fight with one another. 
(Countries, tovns, villages, families) They de net talk to 
each other and eften go out of their ~ay to make life 
uncomfortable for each other. Feuds can lead tc wars. What 
situations can you think of that cause neighbours to argue? 
can you describe a feud you knew about in your tcwn, 
community, neighbourhood or school? 

7. What is repect? When we live with many people at home, at 
work er at school it is scroetimes difficult to understand 
that not everyone can do the same thing. Scme pecple wcrk 
faster and some slcwer than ethers. Some are better 
sfortsmen than others. Some prefer to be alone, while 
others enjoy the ccmfany of many feOfle around them. Are 
there activities that you like to do and your friends 
don't? Describe the activity ycu can do best. Why do you 
think you can do it so well? 

8. We all knew that some people {an even some ccuntries) 
because they are taller, bigger, strcnger, or older , think 
they have the right to make those who are shorter, smaller, 
weaker, or younger, do things for them. They appear net to 
have any feelings cf resFect for these 'below• them. What 
makes a person like that behave in such an unthinking 
manner? can you describe a situaticn where someone has 
'bullied' you intc doing something you didn•t wart tc de. 
Why couldn't you refuse tc de it? 

9. Sometimes feople assume that others will do a jct or give 
them something becaus€ that has always been the case. They 
take for granted the other person's willingness er 
acceptance of the job. When that ferson refuses to do the 
job, they are surprised and angry. Can ycu think cf a 
situation where somecne said to 1cu: ~hy not? You have 
!!!!l§ done it? What feelings de you have when someene 
takes advantage cf you? What ways can you think of that 
would help the other perscn te understand your feelings or 
point of view? Is there a way which would net lead tc an 
argument er feud? 
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D. CCIDEetitions: 

10. Many schools, clubs, communities and ccuntries tcld 
competitions. What kinds cf contests are held in your area? 

11. What feelings are aroused during a contest? Why de you 
think some people are upset when they lose a comFetition? 
What good qualities de 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 no ~inn€r or 
loser? Are ttey still as much fun tc flay: Why? 
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II. PBE-LESSCN ACTIVITIES 

A. My Neighbourhood: 

Draw a detailed map of ycur neighbourhood. 
Use one cclour for the houses of your geed friends. 
Use another cclour fer thosE neighbours ycu may have spoken 
to, but are net really your friends. 
Use a third cclour for those neighbours tc whom you have never 
sfoken, or ~ith whom you have had a disagreement . 
Do we always live close to our best friends? 

Draw a map of an imaginary zoo, er a zoo that you have 
visited. 
Why are animals of different types keft aFa:rt'? 
What so1:t of animals live togeth€r in the same cag€s or 
en closures? Why"? 

Choose seven different occupations that Feople have in your 
town: taxi-driver, dcctor , tradEr, weav€r, teacher, etc. 
With your partnEr, discuss how they helF each other: taxi­
driver-doctor; doctor-trader; trader-weaver; weaver-teacher; 
teacher-taxi-driver, etc . 
How do they show their respect for each others• vccaticns* 
lives? 

Hold a town meeting. Elect a Chief and his counsellors . 
Choose a problem that needs to be solved. Discuss it with the 
Chief. 
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1. Choose a village or town near your school to study. 
Is there a story about the history of the village or tcwn? 
Where did the town gets its name? Why did the town grow? 
Was it because the farmland was good, or it is on the tanks 
of a river? roes it have a SFecial craft: 
Divide the class into small groups. Each group will find 
the answers to one of the above guesticns. 
Let them fresent their findings tc the class by writing a 
newspaper article. 

2. When many small towns are near to eacb other, one tcwn 
usually beccmes a central market fer the whole area. 
Let the class list as many different occupations, services 
and types of goods available in a market. 
In small groups, make a collage of pictures and words that 
describe each cccupation. 

3. The following poem describes many cf the people who work in 
a market . Let different children take different farts and 
decide how they might dress, walk, and advertise their 
services. 
Ask the children to imagine that they are twenty years 
older and that these are their occufations in life. 
Rearrange the desks in the classroom for the market and 
"act-out" a scene. 
Select an exciting climax and flay it out. 



Foodseller: 

Trader: 

PepperE, mangoes, yams and corn, 
Red ana yellow, green and brown, 
I sell fruits and vegatatles, 
Tc all the peofle in the tcwn. 

Lamfs, and pots, and tasins and clcth, 
From Lagcs or •cress the sea, 
If you want them for your heme 
Ycu only need to come tc me. 

Farmer: I grow corn and yams on my farm, 
I keep goats and cattle toe, 
Some to eat an<l some to keep, 
And some tc sell tc you, and you. 

Tailor : De you want a shirt or trousers? 
De you want a dress er gcwnl 
I cut, measure, stitch and sew, 
For all the people in this tcwn. 

Lorry Driver : I Know how to drive my lorry 
And hew to leek after it well. 
I help bring things te market, 
Fer pecple to buy and sell.• 1 
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Write your ewn poems about other occupations (e.g. leather 
worker, dyer, weaver, fOliceman, etc .). 
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IV. POS1-LESSCN DISCUSSIC~ ~Ql~llQB~ 

1. How do communities keep law ana crder? 

2. Why does some neighbouring town become jealous of another? 

3. How do neigbtouring tcwns communicate with each other? 

4. What modes of travel e xist tetween to~ns1 

5. How do towns finance the building of roads or the cost of 
medicines in the dispensary? 

6. Who is the bead cf your famiiy, ycur school, your town, 
your count :r y? 

7. How can neighbouring tcwns encou:rage communication between 
each other, so that feuds don't break cut? 

V. FOST-LESSCN ~C111IT1J~ 

In pairs, telephcne each other and compare journeys you have 
just completed. 

Write a lette:r your test friend, describing an imaginary trip 
you have taken to your neighbouring town. 

Date: 

Dear, 

Your gocd friend, 
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In small groups of three or four, create and make a story board. 
Use skill-testing guestions about your neightourhooa, the fCEfle 
who have stores or work tc make it ccmfcrtable for us. 

For example: Who sell us madras? 
Answer en the tack of the card: the clcth merchant 
Move 4 Eteps, if the answer is correct. 

Questions may ~e made for 
chemist fOstmaster 
doctor fcliceman 
friest traffic warden 
minister lawyer 
fireman judge 

street cleaner 
wasber~an 
tanker 
petrel attendant 
newspaper repccter 

Make a game en 
ladders, or streets 
etc. and diagrams or 
aid the traveller. 

a large sheet of paper using snakes and 
and roads with bridges, railway crossings, 
drawings along the route which may binder or 

Play the game with ycur friends . 



D. Sensory Perce~tion: 

Write what you think ycu would 
taste in the follcwing locations . 
that ~ould 1~§~~1!~ each thing . 

PLACE SEE HEAR 

A market angry chopping 
trader meat 
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see, bear , touch , smell and 
In ea ch space write two things 

'!OUCH SMEII TASTE 

raffia cocking bet 
mats palm -oil groundnuts 

red sharpening smooth fresh juicy 

Motcrpark 

Clinic 

Police 
Station 

Mechanic's 
Works hop 

Palm - wine 
Bar 

Now choose 
should start 
above . 

pei;pers knives cloth gari oranges 

fQg place and describe what wculd happen if it 
tc rain! Use all the des criptions you have given 
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You are to be the referee for a new contest tetween two f€Cfle er 
two teams . Describe tr.e eguifmer.t needed, the number of 
contes ants, the rules, and the prize. 

lgY!E~g~l= {Ropes, balls, cards, paper, pencils, hammers , etc? ) 

]Y1~§: 
Number of players: 
Each contestant must 1. 

2. 
3. 
4. 

Length of time: 

The contest will be held at/ in/ c /: ' 

The winner will te the one who: 

If nobody wins: 

Now try your new game with your class or friends. 
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(iii) Drama and Art 

As well as teaching artistic skills, the visual arts can 

effectively te used to teach ncn-art conceFts. For example, it 

can be used to illustrate scientific phenomena, €Xtend and use 

the language arts, as well as enccuiage research into the 

historical fast. These sutjects may be made more relevant ~hen 

infused with drama tic activities. AD: iscla ted experience in an 

art class, supplemented by drama may makE the learning experience 

a vital part of the child's life. Histo ry, science, creative 

expr·ession, etc., 

being taught. 

become ~s important as the artistic skills 
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Paper masks {used to demonstrate that shadovs ar€ cast ty an 
opaque body obstructing the light rays.) 

I. PRE-LESSON DISCUSSION QQ~~JJg]~ 

1. What is a shadow? When do shadows appear? Where is your 
shadow attached to your body? When· is it difficult tc see 
our shadows? Can we S€€ shadows at night? 

1. What feelings do we have when we see shadows moving, and 
cannot see the objects or forms which make them? can you 
tell the class about scme shadcvs you ha~e seen? 

2. When shadows are cast on moving objects, what hapfens? Do 
they keep the same shapes? What do sbadcws on moving water 
look like? How do we feel when we see them? 

3. Can we make different shadows with cur bodies? 
different exfressions or emotions on our faces 
different shadows on them? 

Can we show 
ty casting 
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II . PRE-L ES SON AC'I IVITIES 

Go outside and notice where your shadow is attached to your 
body. 
Stand in a circle and look at where your shadows lie. What 
causes the directicn of the shadows, not matter where you 
stand? 
In the classroom, find the light source and make shadows with 
your hands against a wall. What shapes and forms can ycu 
create? 
Take a torch light and shine it from different directicns en 
your friend 1 s face: abcve, below, £rem one side, etc. 
What expressions do you see? Make a list of all the emotions 
that shadows created. 

What is a Mask? 
Using your fingers create differ€nt masks for your face. 
What other objects or materials can we use to change our 
identity. {Glasses, moustaches# beards, eye-patche.s, hair, 
etc.) 

When do Nigerians use masks? 
What are masks in Nigeria made frcm? 
Find pictures or fhotographs of maskE , research why and when 
they a re used. 
Make a class collage or display of masks . 



2 11 

1. Fold a sheet of paper, plain or newsprint , in half and then 
in quarters. 

2. Open it out flat and cut slash€s in it at the points where 
the eyes, nose and mouth might be. 

3. Hold the sheet of paper up against your face so that the 
eyelids , nos€ and lips open out. 

4. How many ether ways can you cut out mask features. 
5. Decorate your mask and attach string en the sides. 

IV. POST-LESSON DISC 0SS 10 N Q!Jlt§'IIQl!~ 

1. What feelings do we have when ~e see masgueradersl 

2. Why do we use masks in our festivals? 

3. What activities usually accompany masqueraders? 
dancing. ) 

(music, 

4. Describe the funniest, most terrifying , largest, smallest, 
most teautiful or ugliest mask ycu have ever seen: 
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V. POST - LESSCN ACTIVITIES 

A. Mask - Shadows 

In a darkened rc o«, shine a torchlight through the pafer masks 
towards the walls . 
Is the shadow different from th€ mask's shape? 
Why? 
Move the masks closer and farther from the light scurc€ . Hew 
does the shafe change? Why? 

B. Th~ Interview 

In pairs , ccnduct an interview. 
Let A wear his mask . He is now another perscn . 
B the interviewer , asks A questions about his new self . 
What is his name , occupation, marital status . 
Where does he live? Hew dces he get tc wcrk? 
What are his favorite feeds , hobbies , etc . 
Build a personality , through the questions asked and answers 
given. 
Reverse roles . 

Write up your findings about the person you have intervieiEd. 
Find some aspect about his personality , or an experience he 
has described to make your article interesting . 
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c. 1hg FestivalLRitual 

As a class, decide why you might hold a festival or ferfcrm a 
ritual. 
Chose a •priest•, who will lead the festivities. 
Build up your story to dramatize it 
Where will ycu be? 
What will you n€€d? 
Who are the farticipants? 
Why are you performing the ritual/festival? 
When these questions have been decided and agreed Ufcn by the 
whole class, put en your masks and Flay cut your story. 

Remove the face-supforting strings frcm your masks. 
Attach different length strings from the centre-top of your 
mask . 
Hang them frcm the ceiling of your class room, letting scme 
masks hang frcm otter masks. Use only one area of the 
classroom. 
Creat~ a motile which will gently mcve in a breeze forming 
different shadcws on the surrounding walls. 
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(iv) Drama and Music 

Music is an excellent activity ta encourage successful 

individual and groop expression. It can help develcp skills and 

concepts which ar€ 

well as science, 

necessary for reading and language arts , 

mathematics ana general learning skills . 

as 

As 

previously discussed , it stimulates creativity and imcginaticn 

and, when integrated with drama , may motivate ether activities as 

well. Dance movement and its accompanying physical central may be 

used as the physical expression 

or tune . Dramatizations of 

of an original class composition 

a traditional song will cffer 

opportunities for children to €Xfress themselves physically, 

socially, intellectually and emotionally . ~hen drama and music 

are integrated , the learning tecomes a whele experience, net 

separate items which apfear to be unrelated ta each other . 
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Song: IS~Q.§. ]~!!! ..Y.2Di!i (Give me my knife!) • 2 

1. PRE-LESSON DISCUSSIO] ~QES11Q].§ 

1. Can you recall a situaticn in which a friend of yours won 
or received something you had long wished for and could net 
ha ve? What feelings were aroused in ycu? 

2. How might you try 
about a situation 
where you happened 
wanted? 

B. Gratefulness,Lgratitude 

to make a jealous friend feel better 
in which you received a larger pri2e or 

to have scmething your friEnd also 

4. Why do you think scme parents ~ill do anything for, er buy 
and give their children whatever they want? What kinds of 
attitudes de you think this will encourage in their 
children? 

5 . Why do you think some children cry or throw tantrums when 
they don 't get what they want? What ways can you think of 
to make them become grateful for what they have? 

6 . What do you think or feel abcut the following maxims or 
pro verbs : 

Do too much for a person and he vi 11 de nothing for 
himself . 

Do unto others as you wculd have them do unto you. 

He who does not know when rain began to teat him, may net 
know who gave bin fire to warm himself . 

Salutation is a dett paid en he SfCt. 
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II. PRE-LESSCN j~lJ!ITll~ 

Many folktales ana folksongs are tcld and sung to explain why 
people or animals behave and look the way they do. For instance, 
"Why Mosguitoes Euzz in Peofle's Ears" er "Why the Snail Carries 
his Home on his Back." These "Just so" or "Pourquoi" stories i.ere 
created to explain natural pher.omena er personality and 
behavioural traits. Some attempt to pass en th€ values that the 
society is trying to develof. 

Imagine you are an old storyteller and your 
have just asked you "Why de scme feople always 
someone else has? Why are they never satisfied?" 

young listeners 
want something 

Working in fairs, 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. 

CHARAC'IERS SETTING :ELO'I 

Hero / Villain Others Fl ace/ Prcl::lem Gcal Outcome 
Heroine Weather 

Bullfrog Snake Duck The dry Hunger Fcod Tragedy 
season GIE€d Safety 
The river 
bed 

Tell your "Just So Story" to your class. 
Play out the story with the help of your classmates. 
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B. f~if Punishments 

Each family has different ways of punishing or disciplining 
their children for mist€haviour. 

In groups of three or four, compile a list of ways you think 
children should te punishEd. 

Call your list "Fair Punishments for Children." 

Violation 

a. Forgetting to de scmething 

b. Telling tales about your 

brothers or sisters 

c. Borrowing something 

without asking 

d. Coming heme late 

e. Getting wet because 

you forgot your raincoat 

f. Losing ycur slifFers 

g. Not greeting your elders 

correctly 

h. Being ungrateful for 

what you have 

Punishment 
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c. Soun dsca12e• 3 

In groups of four or five students, take fencils and faper and 
make a 'Soundscape. • 
Walk around the school ccmfound and record all the sounds you 
hear . {laughter, singing, clapping, door slam, truck passing, 
airplane overhead, water tap running, chalk on the board, 
walking feet, etc . €tc.) 
Return to the classroom and on large sheets of faper descrite 
the sounds you beard using letters, words, diagrams and 
cclours to describe them. Make a ttmap" or musical score of 
these sounds . 
Practice duplicating these sounds and ccmpose a 11 scundscafe11 

for your classmates. 

D. Ihs 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 de? 
What foods do they eat: 
What kinds cf clothes do they wear? Do they weave, 
decorate them? 
What do their household utensils leek like? 

dye, 

Do they have blacksmiths, 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. 



Kebe me kete me 
Kebe nam vaniri 
Wen nemu vani ne 
Amazun yan nem be me 
Yem nem te amazu 
Genkum ku ni sin nu 
Wen nea me gankum ni 
Amibu yan nem be me 
Yem nem te amibu 
Rigudun dem nesin me 
Wen nem mu rigudun ni 
Ayan ne sim bemk chem 
Banduk rigum yak te 
Wepterue dingurum ka 
Dingunum ka dingurum . 

Translation: 
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This is the stcry of a bey who was tever happy with what he 
had1 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 fer a 
knife . Then he met scme farmers abcut tc harvest their corn . 
They asked him for the knife, and Fromised hirr some cf the 
corn that they would cut with it. But the knife wasn't strcng , 
and it broke as scan 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 to me! 
Give me tack my knife! 
Who gave me the knife? 
The blacksmith gave it to me! 
What did I give the blac ksmith? 
The fish that was given to me! 
Who gave me the fish? 
The fisherman gave it to me! 
What did I give the fisherman? 
The shea- nut that was given to me! 
Who have me the shea- nut? 
My mother gave it tc me 
For me to eat!4• 
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IV . POST-LESSON DISCUSSION ~!!~~I1Ql:!~ 

1 . Why did the boy begin to cry? 

2. Describe the fEOfle that the bey met? 

3 . Who broke the knife1 

4 . Do you think this scng teaches us a lessen? 
What is it? 

V. POST - LESSCN ACTIVITIES 

A. Character R!!!~~ 

Choose a character from the song you have just learnt . 
(Each class member should describe the clothing , imflements, 
and characteristics of the person he has chcsen } 
Show your impersonation tc the class and let the class guess 
what character you are playing . 
How original can you make your character? 

Choose a character from the scng you have just learnt . 
Write a monologue . Use first person; in other words , ~§ that 
person . Tell ~hat you think of the situation and the little 
boy you met . 
Read it to the class. 
Let the class guess wbc ycu are . 



With simple ins~ruments and sounds made with 
the story of the song "Give me my knife!" 
First make a •soundscape• en paper cf all the 
travelled to meet the other characters, and 
sounds he would have beard , OI would indicate 
(River, farm , path , willage, home, etc .) 
Present it tc ycur class. 

D. Illustrate !h~ ~Q£g 
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vcices, retell 

places the boy 
what types cf 

loihere he 1i1as. 

Divide the song into three or four impcrtant episodes. 
Illustrate each episcde, use ycur research. 
Give each illustration a title. 
Make a display cf the illustrations er use them when you sing 
your song in Dakarkari to a younger class. 

This song can be simply retold with action and improvised 
dialogue . 

Or the children can improvise what happened before the 
story/song began . Why did his mcther give him a shea-nut. Cr 
what happened 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 mctber? 

F. !:£.f.sl]f.§ j;,h_g .E1EJ: "Give me my knife!" (See Appendix C}. 
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(v) Drama anc the Schoel Assembl1 

In Nigeria the Schoel Assembly is a regular part of the weekly 

programme. Sometimes it becomes a gathering where the children 

receive announcements from the teach€rs. !he school Assembly, 

however can offer many opportunities for both teachers and 

children. It can become a time when classes m€et tc share ideas 

which have grown frcm grcuf exfloraticns, discussions and 

evaluations . A class which has developed a prcject through group 

or individual research, Ofinions, decisions, imfrovisations, and 

thereby has created an experience which they wish to share with 

other classes, should be encouraged to do sc. The presentaticn cf 

such a project should re main i m p:o vised. It wi 11 net 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 grouf ccmfcsed 

song, making scund effects or flaying cut a story or situation. 

Whatever the class chooses to present to the school assembly will 

be unique to themselves. 

should be kept to a minimum. 

or the embellishments may 

Costumes, :::cenery, and properties 

It should not become a prcdu cticn, 

become mere important than the 

experience of sharing their ideas with their school -mat es . 
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The motivation for using drama in other subjects in the 

curriculum exists vhere teachers understana and afpreciate that 

drama is a "two-way process." Tern Stabler in Drama in the Primary 

~chQQ.1 states: 

It is ••• impcrtant to stress the effectiveness of a two­
way process where drama feeding ether curricular 
activities strengthens children•s ccm~itment, belief 
and willingness tc work constructively and sensibly in 
discussion or dramatic interactio n . In ether words, the 
links between drama and its wider curriculum cutccmes 
can be dynamic and not merely a passive means to 
convenient fellow-up activities.• 5 

For example , if drama is used in a mathematics class, the drama 

skills must be introduced before situaticns are presented to 

"play-out" practically scenes involving mathematical skills. A 

student can understand a math ccncept er skill better when he can 

experiment and display his knowledge in a concrete way. The 

experience may , however, be lest if proper fieparation has not 

been laid. Situations of buying, selling, weighing# measuring , 

etc . may be created only ~hen the children agree tc work together 

collectively and thereby contribute to the solution of the 

problem. 

Games and exercises which cffer children opportunities to 

learn by doing are a pre-requisite to any introduction of drama 

in the curriculum. Th€ concentra ion and appropriate attitude of 

each member of the class is necessary . Many factors which 

contribute to productive drama experiences in the curriculum can 
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be introduced , exercised and developed . (See Appendix B. ) 

The Government of Nigeria is ccmmitted to the principles 

previously outlined. Therefore, it is hoped that the government 

will consider drama as an important element in the educaticn cf 

their youth. As well , it is hofed that each school sommunity will 

also support opportunities for aesthetic experiences outside of 

school hours . In the follcwing chapter , a proposal for 

incorporting drama;tbeatre experiences in the school gymnasium, 

on the playground, or in the market square will be presented . 
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Chapter VIJI 

EDUCATIVE 1HEA1RE: AN ADDITICNAI FCCUS IN NIGEBII 

The integration of drama i nto the school programme in Nigeria 

was discussed in the previous chapter . ln this ccncluding 

chapter, the broadest 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 rrojected Flan fer implementation, 

offering additional aesthetic experiences for children and ycung 

people in Nigeria , will be presented. 

Educative theatre refers to a drama/theatre event , fresented 

for an audience of children and ycu g pecfle bJ adults . lts 

characteristic formal device , and an innovation for Nigerian 

children's theatre, is the use of "walket - puppets . 11 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 company specializing 

in school-oriented perfcrmances can exist in Nigeria today using 

the resources available. Although private theatre troupes and 
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with their resident 

performing ccmpanies , do exist in 

groups have specifically defined 

Nigeria today , no theatrical 

roles in educaticn . ~crne 

institutions , fer examfle the National theatre in Lagos, a 

Cultural Division of the Federal Ministry of Youth , Sforts and 

Culture, do present plays for children . These are rare events 

which only scmetimes cater expressly fer schcols and the young of 

the community . An educative theatre company may be formed frcm 

within any Department of Drama/!heatre in the Federal Univerities 

of Nigeria . ~hese departments all have writers , technical 

facilities and many willing student-actors who need theatrical 

experiences . 

It is further proposed that companies use "w alket- Fu F pets" as 

their body of stock- characters for a relevant indigenous theatre 

for young people in Nigeria. "Walket-puppet" is a term tte writer 

created to descrite a large human-size fUffet manipulated by a 

visible puppeteer , 

attached to the 

dressed and hooded in black . 1 The pufpets are 

puppeteer ' s legs and while his one band 

manipulates the head and mcuth, he ether becomes the pupfet's 

left er right arm and hand . These pufpets have a sincerity, 

simplicity and vitality which has proved tc be very infectious . 2 

Yet, it is legitimate to ask , "What can walket-puppets do that a 

talented Nigerian actor cannot do?" It has been ctserved tl:at, 

because the audience kncws that the fUffets are not "real," there 

is a free projection of feelings and d€sires . Young , shy children 

will r adily speak and react tc a puppet , ~hereas a real actor 
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may be intimidating . The fUppets seem to te cornfletely urihitited 

creatures and therefore the child may ~peak to them and net be 

rebuffed . The focus of attention is on the fUFfet and not on the 

actor contrclling it . As well , the pufpet is distinct from the 

actor-puppeteer whc performs with complete freedom from the image 

of the performance and character being manifualted . 

This distinction is an important asfECt for Nigerian 

performers . Sfectators often cannct or will not dissociate an 

actor from the character that is being flayed . Thus , many 

subjec sand characterizaticns are difficult tc depict accurately 

on the Nigerian stage . Actors and actresses find it awkward to 

perform unsymfathetic 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 precarious business of theatre , 

if an actor is unatle to perform on a particular day , er leaves 

the company , another may easily fill his place since it is net 

the actor but the fUffet who is the impcrtant element in the 

programme . 

Traditionally , a Nigerian masguerader is not named . !he 

masquerade , or the spirit of the masguErade , is the cne 

controlling the action of the figure . The human inside is 

therefore subordinat€; his identity unirrfcrtant . This tradition 

is likely tc work adversely i n the event that public performances 

of the material of educative theatre be done by humans wearing 
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masks instead cf walket - puppets . 1he principal attracticn cf 

these puppets is their distance frcm the performer . 1here is no 

need for fear er even respect . Children can talk tc , or hug, or 

hit a puppet where they would not dare approach a human "sfirit-

moved" masquerader. 1he needed contact , 

spectator and the animated creature which , 

then , is between the 

though retaining the 

a child's toy than a cultural associations , is more akin tc 

traditicnal masquerade could e v€r be . 

It is the writer's telief that the techniques discussed under 

alternative theatre forms in Chapter IV constitute a seed 

philosophical and practical tase for educative theatre in 

Nigeria . 

contain 

These techniques 

the elements of 

( 1 ) utilize the game apprcacb , (2) 

r it ua 1 , ( 3) include audience 

partici pa ticn and , ( 4) use the au die nee experie nee as content for 

some productions . 

The first technique , the game apprcach is a continuation and 

extension of the dramatic expression seen in the flay of ycung 

children . As shown in Chafter V, imitative play is basic in the 

training of African children . Imitative play involves the child 

in unrestricted make- believe . !he child extemporizes . In games , 

though the child may still be invclved in a make- believe 

situation , there are set rules to which he has agreed and in 

which he has allowed himself to be contained . An important and 

vcluntary tension is built and eventually released with the 

outcome . The game- approach in a drama/theatre situation involves 
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a voluntary participation which may incorporate many elements: 

singing, dancing , mimetic acticn, imrrcvised speech and novement, 

imagination, analysis , synthesis and evaluati on. It offers an 

emotional release and exp r essions which range from fear and anger 

to laughter and exbilaration--all necessary emotions for healthy 

development. Thus, this technique is fundamental to educative 

theatre in Nigeria . 

The seccnd technique 

contributes effectively 

used by alternative theatre 

to a relevant educative 

forms ~bich 

theatre for 

Nigeria , is the use of ritual. Ritual is defined as a ferro or 

system of rites; a rite teing a solemn ceremony or a particular 

form er system of ceremonies. 3 It may be assumed that rituals 

usually involve the perfcrmance of some religions aspect of the 

society . In the context of a drama/ theatre experience it is the 

writer's belief that the special Frocedures used in a ceremony 

are the elements which are relevant. As opportunities are given 

to the spectator to join with the perfcrmer in reccgnizable and 

relevant ritualistic events , the dual re~uirements cf theatre and 

ritual--entertainment and the power to produce a desired 

effect--may evolve. In ether 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 not cnly benefit the performance but the 

performance will benefit from their participation . 

The third technigue used by an alternative theatre ccmfany 
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which can beneficially te adapted tc an educative theatre in 

Nigeria , is the role of the spectator upon the product and its 

eventual outcome . Oppcrtunities to display cne's anger , pity , 

disgust# or pleasure and agreement are rare in formalized Western 

theatre . Yet in Nigeria , the average audience memter will Ieact 

spontaneously tc the action seen in the fcrmal theatre setting . 

Comments , advice to the actors , laughter , compassions or even 

boredom are openly verbalized . These reactions may stem frcm the 

audience members • experie nc e of traditional festivals and 

masquerades . Here vocal and physical ccmments on the events are 

acceptable . They are encouraged and, 

depends on this participation . As well , 

very often , the event 

at festivals er fcrmal 

theatre productions , the members of the Nigerian audience believe 

they have no obligation to be respectful to the perfcrmers , 

especially if something goes vrong . They have come to be 

entertained and therefore will not hesitate to laugh or comment 

when so inclined . 

The alternative theatre technique which advocates and 

encourages the audience to express their cpinions en the acticn 

and its eventual outcome , has been successfully attempted in 1978 

in a for ma 1 th eat re production in Nigeria . Femi Osof is an , 11 the 

leading playwright of the generation i mediately following (wcle) 

Soyinka , " has inccrporated such a situaticn into his play fn£g 

UEQn Four Robbers . • In this play , Aafa , the storyteller , speaks 

to the audience in an Epilogue , reguesting their views and 

opinions , in what could be a leng by discussion, as to the 
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pre ferred ending for 

reached, the actcrs 

rehearsed endings. 

the play . 'Wh e n a majority decjsicn is 

flay cut , mcstly in mime , one of two 

Thus , the audience •~ participation has 

affected the play•~ cutcome. 

In this type of alteinative theatre , the technigue being 

advocate d for an educative theatre in Nigeria was experienced by 

the writer in Villach , Austria , where Augusto Boal of Bra2il 

displayed his e~citing meth ods at an International wcrkshcE en 

"Drama in Education . " 5 The Beal technique encourages the 

spectators not only to suggest an afpropriate ending er cutccme 

of a production , l::ut to physi cally take part . The spectator may 

direct the actors and or perform a part himself , thus 

experie ncing his opinions or suggesticns concretely. In an 

educative theatre performance in Nigeria , the young audie nce 

member can become involved in a decision - making experience which 

includes his peers , and thus a feeling of fellowship ~ill ensue . 

He can also extend his knowledge beyond ordinary experience 

through particiFaticn in a relevant cultural setting, while 

assimilating , adapting and possibly ccmFletely changing his 

vie ws , within a controlled situation, riskless to himself . 

The fourth technique used by alternative theatre companies 

which can e ffectively ccntribute tc ed ucative theatre in Nigeria, 

include s the use of the specta ors• perscnal backgrcund and 

experie nce as the ccntent of the presentation . 'Ih us , the 

indigenous mate rial offered by the spectator and particifant will 
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be used by the pertormers to create a viatle presentation which 

is culturally relevant . Each viewing member will understand and 

appreciate the event since it is contained within his or her 

sphere of experience . Western subjects, philosophies and language 

need no lcnger be the ' ' matter" of presentations . Nigerian 

culture- -its beliefs , languages , artifacts and lore-- can be the 

nucleus of an Educative theatre repertoire . 
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DIAGRAM SHOWING THE ELEMENTS CF AN 
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The connecting link between the four techniques chosen is also 

based on vital aEpects of the religious and social life of 

African society- - the mask and the pufpet . Masks play an important 

and often essential role in rituals , ceremcnies and festivals . 

The many types , such as animal masks , anthropomorfhic masks and 

those which perscnify powerful beings, are well- known in Nigeria . 

They include not only the facial coverings , but costumes and 

other adornments of the body . !hey ccntribute to the out~ard , 

visible appearance of the embodiment vhich they represent , while 

helping to focus the spectators' attenticn . A spectator er 

participant may feel awe er fear towards the serious masguerader , 

who thus receives the traditional respect . 

The puppet , on the other hand, has been used in Nigerian 

cultural history , both as a means tc relate its lore and to 

depict its sccial norms . The Ibibio of south-Eastern Nigeria and 

the Tiv of Central Nigeria have c1:eated ingenious hinged and 

jointed wooden puppets controlled through reds and strings by 

hidden manipulators . They perform elaborate and often comic and 

profane scenes . These illustrate incorrect behavicur , mincrity 

opinions, ignorant indigenes , obnoxious foreigners , simpletons or 

fools , as well as other aspects of undesirable behaviour in the 

society . These didactic and yet entertaining performances are 

well loved . 

The us e of the mask and the puppe in drama or theatre is as 

old as the art itself . Their strength lies in the atility to hide 
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behind an inanimate cbject and allow it tc Efeak for us . As Oscar 

Wilde said , 

Man is least himself when he talks in his own person . 
Give hirr a mask , and he will tell the truth . 6 

Thus, it is the writer's conviction that the use of walket­

puppets is valid and apprcpriate . To use the puppets to transmit 

the literary, theatrical and social traditions of the past and 

present , will be acceptable since ttey are an amalgamation of 

recognizable styles. ~alket- puppets combine visual and vertal 

images into a fcrmat in which humour , pathos , symbolism , 

stylization , etc . , can be developed through the character-

figures. Emotions , ideas or impressions which the viewers may 

find embarassing , if depicted by human communicators , would be 

readily accepted when dcne by a masguerace-type puppet. 

Furthermore, when a ccmpany of walket - puppets is formed , the 

characters will remain consistent and familiar tc the viewers, 

even though the puppeteer may change . This is an important 

element of community or children's theatre . The familiar stock 

characters , frcm the Commedia dell'Arte troupes tc the modern 

television serials , allow the audience a chance tc predict the 

character's action , and thus feel that he has scme power or 

knowledge over the outcome . Even when the character bEhaves er 

reacts in an unsuspected manner, the viewer still remains 

involved since he can anticipate the outcome. 

Based on the elementE cf the theatre forms and techniques 
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described above , it is the writer's opinicn that a dynamic 

theatre for the youth of Nigeria can be evolved which will 

supplement the integration of drama in the curriculum . Yet a 

truly effective drama/theatre ~orking frogramme must reflect the 

needs and goals of the project in relaticn to the available 

resources and its future participants . These will be outlined 

under the follcwing sutject headings: (1)goals; (2)human and 

physical resources; (3)content and source material; and 

(4)production styles and venues . 

The first facet of a projected frcgramme for a Nigerian 

educative theatre is an outline of intended aims and goals . Any 

presentation must contain well- inforrr d preparation with a clear 

knowledge of th€ needs cf the participating children . The first 

aim of this project is to supplement learning EXferiences thrcugh 

drama/theatre outside the classrocm . It intends to offer 

opportunities , both physical and psychological # which will be 

emotionally beneficial to the participants . It will attempt to 

effectively visualize aspects of Nigerian cultural bistcry which 

will contribute to the understanding , afpreciation and cognition 

of the participants . As well , it will explore problems which 

exist in the ccmmunity and aff€ct t~e sccial life of Nigerians . 

Its overall goal is to effect an improvement in understanding and 

attitudes . 

With these aims in mind it is profcsed that an educative 

theatre project be planned primarily fer ycung children . ~hen 
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productions are fresented outdccrs , after schocl hcurs , many ages 

of the community will assemble . Iherefore , within these 

situations , the project , though initially geared towards ycung 

children , must appreciate and inccrForate the knowledge , 

expertise and experience of all members of the community . 

The second facet of a programme cf educative thEatre in 

Nigeria is to investigate and outline the human and physical 

resources available . A major aim of this project is tc create a 

situation where an institution of higher learning can assist the 

primary educaticn institutions . The ccoperaticn cf university 

departments of drama/theatre ~ill be scught . The obvious 

advantage of a merger of "the town and gown , " will be the sharing 

of expenses , facilities and expertise . As well, university 

students will gain EXFErien c e through the learning exreriences 

offered to the young school c hild . It is therefore fIOfCsed that 

a department of drama/theatre use its student designers to build 

and develop the ~alket-puppets utilizing the traditional costumes 

and artifacts available. Creations ay incorforate the talents of 

young university students to use these indigenous materials Csuch 

as the hand- woven, dyed , embrcidered or appligued textiles; the 

raffia , leather , or teaded clo h), to build the tcdies and 

costumes of the puEpets . Fu r ther , the playwrighting students , in 

conjunction with drama- in-education students can research and 

write proposals er full scrips which are relevant tc the 

particular ase grcuf , language and needs cf the participants. 

Directing students can be given opportunities to direct the 
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actor - puppeteers , using the original material written or adapted 

by their colleagues . Actors and actresses can learn the 

techniques involv€d in [anifUlating the walket-puppets, as well 

as being given first-hand opportunities tc experience audi€nce 

participation . The actor - training involved in ycung pecfle•s 

theatre has been clearly cutlined by Brian Way in his informative 

book Audience Fartici£ation . Some of the qualities necessary are: 

- a deep ana indestructible concentraticn 
absorption tringing , amcng ether qualities , 
and total believability in the characters 
portrayEd and the stcry involving them; 

and 
a full 

teing 

- an acute and astute awareness of every mcment cf 
every performance; 

- a capacity for flexibility and aaaptability , partly 
tased on genuine fcrms of improvisaticn as Ofposed to 
facile and clever ad - libbing; 

- full vocal and physical control •• • ; 
- a rich capacity for inventiveness and USE of 

imagination , yet highly disciflined and responsive to 
direction; 

- a full-hearted readiness to discover and adjust en a 
ferformance to performance basis , 

- a strong trust in personal intbiticn, particularly 
with audience participation . 7 

Student actors ana actresses who have the cpportunity to learn 

the necessary techniques for the educative theatre will fina 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 also tc work in ccnjuncticn 

with the school authorities and the Ministry cf Education on the 

one hand, and the Ministry of Youth, Sports and Culture on the 

other . Teachers and administratcrs interested in inviting an 
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educative theatre company to their schccls , can offer suggestions 

fo r subjects or themes to be presented . Preparation material for 

the teachers of the viewing s c hool children , and/or an educaticn 

supplement for fcllcw - up work can be prepared by the educative 

theatre ccmpany leader and issued through the Ministry cf 

Education . Advice and assistance can be sought from the Ministry 

of Youth , Sports and Culture for appropriate venues during the 

year, or inclusicn at fEsti vals in nearby communities . 1hus , 

costs and perscnnel will be minimal to any one body, yet the 

important need to elp each other gain the objectives will te 

reached . 

The third facet of a programme of educative theatre which must 

be carefully ccnsidered is its content and the source of 

materials for presentation . A relevant repertoire of material 

must be produced upon which i frcvisation and audience 

participation can be built . In school productions , subjects can 

be chosen frcm the curriculum . For example , folklore , literature , 

historical events , social and cultural thEmes , as well as 

scientific and mathematical concepts 

performed within a clearly- defined 

presentations within he communi y, 

beggars , armed robbery , vandalism , 

investigated . Health and hygiene , hat 

can be 

dramatic 

analysed and 

conceft . For 

social proclems such as 

er bribery could be 

is , the need to fcllcw 

certain measures fer 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 

j 
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in Nigeria . Any of these topics can be contained within a fcrmat 

that includes tte use of act c r - fUfpeteers , 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 attention and to show how their participation will 

enhance the production . The story , theme or subject presented 

will initiate spontaneous participation from this homogeneous 

audience . The storyteller and musicians will be in charge of 

containing , as 

and assisting 

~ell as building the enthusiasm of the audience, 

the actor - puppeteers tc control any group 

discussions , analyses , and suggestions . 

The fourth fac€t of a programme of educative theatre which 

must be carefully ccnsiderEd is the choice of production styles 

and venues . In all cases the style will revolve arcund the 

walket-puppets . Since the puppets are very cclourf ul and highly 

animated, scenery and technical facilities will te minirral , 

though i is important to have a central focus for each 

production . Because this form is highly stylized and unrealistic, 

a full set cf pioperties and sc€nic elements is unnecessary . The 

colour and design of the pUffets• costumes should suit the 

audience's concepts of identity and ideas of stereotyfes . The 

puppets must also contain explicit characterizations with 

afptofriate physical and facial features . The list of ~alket­

pupfet characte.rs 11ill be dependen en the repertoire, tut it is 

suggested that a collection cf hu a and animal stcck characters 

be crea_ed. er example in the grcup of African walket - pUffEt 
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characters th€ fellowing are apprcpriate: a fOlitician , a 

marketeer, a wealthy landlord, a lawyer er a doctor , a fCliceman, 

a beggar or a layabout, a houseboy-steward, a young mclE crild 

and a young female child, fOssibly twins. The fellowing animal 

characters are appropriate: a spider, a lion, a goat, a pig, a 

turkey, a tortoise , a hyena, and a mcsguito. These would be tuilt 

like humans with animal features, to be used in the re-telling of 

animal folk -tales and the new telling of other tales . As the 

repertoire of presentations builds, new characters can be created 

and incorporated. 

The most useful and least problematic format for productions 

with walke -puppets , in the writer•s experience, is the half­

arena or semi-circular form of open stage. Here, visibility and 

control of the audience is at the optimum. Because the actor-

puppeteer must attempt to remain behind 

possible, the circle, with its 

their pupfets as much as 

ccmmcn-to-all focus is 

inadvisable. In the semi-circular form , the actcr- puppeteers can 

still journey around the audience, yet their central focal point 

remains consistent. Nevertheless, with experience and if the 

audience numbers s~ell unexpectedly, the horseshoe shape or 

thrust can be used. 

Through an educative theatre froducticn, using the technigues 

outlined, a fositive yet enquiring presenta ion can be made. 1his 

theatre form will serve the aesthe ic, emctional and intellectual 

needs of the African child, whether in the school compound or in 
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the company of his elders and peers . For participating university 

students and the audience adults , the th€atre fresentaticn can te 

egually intense, because , as Dan Sullivan said , good children's 

theatre brings out the child in man . 8 As froducers and actcrs , 

the responsibility tc present a worthwhile and dynamic educative 

theatre presentation is pcwerful and ultimately rewarding . Just 

as each drama/ theatre expe r ience is unique , each performance 

based on the equally unique indigenous culture will become a 

valid and memorable event in the Nigerian child's education. 
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NOTES 

1 
I am indebted to Christine Crane, the co-directer cf New 

York's Starry Night Pufpet Theatre , who introduced me to her 
version of these puppets, at a worksbof held by the Kaleidesecpe 
Theatre of Victoria, B.c., in August, 1981. 

2 
Performances were given tc elementary schools in Vietcria, 

B.c. and at the Victcria International Children's Festival, 1982, 
using walket-puppets. The puppets represented the African animal­
characters in Carel Korty•s Anansi•s Trick Does Double Work~ew 
York: Charles Scrit::ner• s Sons, 1975). The reaction~ to the 
puppets from the child audiences were very pcsitive. One Grade 2 
class from Fairburn Elementary School, Victoria, extended tteir 
experience of the perfermance tack to the classroom, where they 
researched African life and artifacts, and made their cwn PUEfets 
(string , glo ve and life-size). As well, they performed their own 
puppet versions of the Anansi story to et her classes in the 
school. 

3 
Th crndike- Barnhart C om.fre b-ensi ve Q~§! Dictionar_y, ( New York: 

Doubleday & co., Inc., 19E5). 

4 
Femi Osofisan, Once u12on Four Robbers (Ibadan, Nigeria: 

B.I.O. Educational Services Ltd., 19e0). 

5 
International Amateur 1heatre Ass ociation (A.I.T.A.), 5th 

International Congress "Drama in Educat ion," (Villach, Austria, 
April, 1982). 

6 
Cited by Walter Sorell, Ihg Other !~fg~ Ih~ ~~§~ in 1h~ !f!~ 

(London: Thames and Hudscn , 1973), p. 13. 

7 
Brian Way , Audience Far ti cuaticn : 1h€atfg .1J2! Y cu ng Pe e.f le 

{Boston: Walter H. Baker Cc., 19 81) , F• 17C. 

8 
Cited by Nat Eek, Children's Ih§Jfs B~1l§~ Vcl. xxiv, Ne .4, 

( 1 97 5 ) , p. 1 5 . 



Chapter IX 

SUMMARY AND CONCLUSION 

If a man does away with 
and throws away his good 
make certain that he has 
them . 

his traditicnal way cf living 
customs, he bad better first 
scmething cf value to replace 

African Proverb 
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This study was motivatEd by the ~riter•s interest in evolving 

a relevant drama/theatre i;rogramme for the young of Nigeria. 

Drama/theatre has b€en excl uded frcm Nigerian primary schools , 

except as an extra-curricular or end- of - term activity . Plans to 

impl~ment drama into the Secondary Scheel curriculum have teen 

officially accepted . lt is expected that dramatic arts classes 

will begin as early as 1983 . 

To the writer's knowledge , there exists only one stu~y which 

suggested that traditional learning activities and related 

dramatic techniques be used in igerian frimary schools . 1hat 

study focussed on the adaptation of "the narrative form cf 

education through folktales and storytelling as practised ty tte 

I bi l:: i OS 11 0 f N i g e C i a • l 



2:0 

There are many differing points of view ccncerning traditicnal 

educational methcds and their atility to provide adeguate 

preparation for the Nigerian child in a world of change . 2 

However , 

and are 

many traditicnal learning activities are based in drama 

similar to methods emplcyed by modern drama 

practitioners . lhese methods were investigated in a shcrt review 

of the drama- in- education literature . The philosFhies and 

objectives of the leading innovators 

speaking nations (Great Britain , the 

from three major English­

Onited States and Canada), 

were outlined and their historical development noted . 

The results of this in vestigation reveal that the successful 

meeting of the se ven majo r cbje c tives of the Federal ReFublic of 

Nigeria's National Polic_1 on Education , 1981 , can te ensured ty 

the inclusion of drama as a technique cf teaching . An example of 

a method for integrating drama into the frimary school curriculum 

was outlined. This methcd is intended tc supplement learning 

OFportunities for the Nigerian child using relevant materials 

available to a primary school teacher . 1his study further shows 

that , through the use of drama in the curriculum, traditicnal 

learning activities can be merged with modern learning concepts 

and their objectives . 

An analysis of 

participation theatr€ , 

the objectives cf theatre - in - education, 

and four alternative theatre ferns in the 

Western Hemisphere was made . It was the purpcse of this secticn 

of the study to evolve dramatic and theatrical technigues most 
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appropriate to the needs of a young Nigerian audience consiaering 

the availabl€ resources. Thus , a project was fcrmulated~ entitled 

Educative Theatre . This suggested project uses the ~rcwn 

facilities of the Departments of Drama / Theatre in Federal 

Universities. Appropriate goals are outlined tc offer stiumlating 

aesthetic drama;theatre experiences to the young. 1he innovative 

technique of emplcying Walket-Puf pets tc help meet these goals 

was proposed. 

In summary , this study attempted tc evol ve a curricular 

programme and a specific project tote used in Nigeria tcday . It 

is therefore reccmmendEd that a feasibility study be initiatea in 

one city in Nigeria in the near future. 
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NC'IES 

1 
Enobong Scnny Samson- Akpan , 0 continuing Traditional Learning 

Activities in Education in Nigerian State Schools , " (M . A. theEis , 
University of New c astle- ufon- Tyne , England , 1980) . 

2 
A. Babs Fafunwa , Histor1 of Education ln Nlg§~i~ {Lcndcn: 

George Allen & Unwin Ltd., 19 7 4 ), F• 48 , 2oe . 
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AEPENDIX P. 

CUESTICNNAIBES 

Appendix A ccntains data relevant to the questionnaires , 

including cover letters, guesticnniare 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 form. In the Saturday Elayhouse 

Questionnaire , for which sixty parents completed forms , scrne 

answers were given for more than one child in the same response 

space . 

CUESTICNNATBE I 

Department cf Theatre Arts 
University of Calaber 

1HEATEE-IN-ECOCATICN l]j~ 

For teac ers and ad inistratcrs of 
Primary Schools in Calabar , Cross River State , Nigeria . 

DIREC'IIONS 
(1 ) Please do not sign your name so that you will feel 

free to answer the guesticns withcut reservaticn . 
(2) Place a tick en 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 fn1Y to the Principal 
tcday . 



1HEATRE-IN-ECUCATION (T . I.E .) 

drama activities fer children . 
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is a new fcrm of fresenting 

Theatre - in - educaticn frogrammes 

are designed to sufplement and assist the teaching programmes in 

schools t hrough dramatic means . A small grouf of actors ~kncwn as 

T. I . E. Teams) visit schcols where they present programmes which 

actively involve children in an exciting theatrical exferience . 

The subject of the Frogramme or presentaticn is drawn from the 

curriculum, literature , folklore, history , er ferhaps exferiences 

and problems which are relevant to the children. The aim is to 

allow the children to actively farticifate in the performance 

either physically or through di scussion and e valuation of the 

problems or experiences posed by the play . Language develcfment, 

decision- making , emotional understanding and stimulating the 

imagination constructively are some of Theatre-in- educaticn ' s 

goals. 

The T. I . E. !earn visits the school before the presentaticn to 

prepare the children and make availatle a study guide for 

teachers. The study guide gi ves helpful ideas for discussion with 

students . Th Team may alsc present follow -up workshops and 

activities. 

To make this programme valua ble to ycu and your students we 

ask the following guestions. Your answers help us tc tetter 

understand your needs . 

Thank you for your coo pe rat ion and he lp. 

Dan y M. Lynaersay 



274 

SCHOOl • • •••• • • •••••• •• • • •••••• . CLASS •• • •• AVERAG E AGE •••••••• • •• 

QUESTICNNAIRE 

1 . Would you like a Theatre - in-education Team to ccme to ycur 
school? 

Yes (17} 
No (1) 

2. Wculd you as a teacher , be prepared tc spend up to one - hour 
to prepare your class for the event - with the assistan c e cf 
a •study guide•? 

Yes ( 44) 
No (3} 

3. Would you like a T . I . E. t eam to come to your class before the 
pre sentation tc prepare them for the prcgramme? 

Yes (46) 
N c ( 3) 

4 . Would you be willing to 'follow - up• a T . I.E . team performance 
with your students in related activities in your class , with 
the assistance of a teacher ' s •study guide ' ? 

Yes (46 } 
No ( 2) 

5 . If a T. I . E. team member came tc your school could ycu suggest 
topics or subjects which would be beneficial fer pre sentation 
as a play? 

Yes ( 4 2 ) 
Ne (5) 

6. Which of the fcllc~ing would t:e cseful to you and ycur 
students? (1ick cne or more areas . ) 

a play a bout the metric system and its uses . (2 3) 
a play about solving a s ccial Frcblen: (e . g . beggars) . (27) 
a play al::out an historical figure in Nigeria . {23) 
a play about the Kanuri , the Tiv , er the Bausa - Fulani. (:) 
a play about Ycruta folklore . (2) 
a play about an Efik or Ibibio festival . (34) 
a play al::out job OffOrtunities in Nigeria . (19) 
a play about the prob l em of coping with dea h . (11) 
a play about problems with si t:l ings . (6) 
other (stat€) 
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(!h e following other suggestio ns wer e made : cultural 
h er it a g e , m 1 s us e c f f reed c m , f o 1 k t a 1 e ~, the chi 1 d i n t he 
home , sporti g activities in Nigeria , a flay about farming, a 
na ming ceremcny.) 

7. What subject (s} do you think the majority of your stude nts 
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 foll owing were specified : Engl ish, French .) 

8 . Do you think your students would ha ve 30 kobo each to s ee a 
! . I . E. play in your school? 

9 . 

Yes ( 2 1) 
N c ( 17) 

ould you think a T. I . E. 
free to all children 
activities? 

Yes (35} 
No ( 3) 

team visit appropriate if 
as part cf heir regular 

it was 
school 

10. Do you ever use drama to teach a subject such as English 
Literature , Histcry , Geography, Science? 

Yes (29) 
No (11) 

11. Is there a ' drama club' or dramatic activities at your 
school? 

Yes (18) 
No (21 ) 

12. What recommendations can you ake to help a T. I . E. team? 

(The following r ecommendations were made: timetatling 
problems, time available c ly 30 minu es per week; make it 
free; "must be interesting"; "since dramatization plays an 
active part in the teaching of est subjects on th e school 
curriculum, then the promotion, encourage ment and imrrovement 
of it is necessary"; "dra a should be encouraged in the 
schools by all means .«) 



APPENDIX A (ccntinued) 

QUESTICNNIARE II 

SAT0RCAY PLAYHOUSE 

Defartment of Theatre Arts 

University of Calabar 

For parents/guardians of children attending 

the Saturday Elayhouse Prcgramme 

DIRECT IONS! 
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{1) Flease do not sign your name. Feel free to answer 
the guestions withcut reEer vation. 

(2) Place a tick on the line in £rent of the answer you 
wish tc make. Feel free to place more than one tick 
per question, when appropriate . 

(3) Please return the comfleted questionnaire to the 
department of Theatre Arts, UNICAL, ty Decemter 5, 
1981. 
Thank you. 

1. How many children do you have attending Saturday Playhouse? 

one (32) 
two (13) 
three (4) 
mere (State number) (0) 

2. For how long have they been participating in the prcgramme? 

only this session (26) 
one year (38) 
two years (6) 
three years (0) 
four years (0) 
five years (0) 

3. How did you first bear about the programme? 

through your child's school {12) 
through a circular received at the University (16) 
from a f rie nd (21) 
other (State) 
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(The following Sfecifications were made: a cousin, a faculty 
member in the University.) 

4. Why do you send yo~r child/children to Saturday Playhouse? 

because you want hirr/her occupied on Saturdays (2) 
because there is no one to car e for him/her at home en 
Saturdays 4 C) 
because you want him to participate in a creativ e activity 
( 4 9) 
because there is no creati ve drama at his/her schocl {31) 
because your child wants tc attend (28) 
because it ti.ill :t:e good for him/her (23) 
because there is nothing else to de (0) 

5. What activities do you think your child/children like best 
about Saturday Playhouse? 

games (0) 
story-telling (4} 
• acting-out• stories (43) 
dancing/singing (12) 
other (puppets , art work) (9) 
no idea (0} 

6. Do you want your child/children to participate in the end-cf­
se sion flay? 

yes ( 58} 
nc ( 0) 
no response (2) 

7. How important is it to 1Q~ that 
participate in a public performance? 

very important (31) 
imp or ta n t ( 2 6} 
fairly important (0) 
net imfortant. (5) 

your child/children 

8 . How important is it to 1our chil.QLchildren that they 
participate in a putlic perfor ance? 

9 . 

important (26} 
fairly imi::ortant (23} 
net important (0) 

Would you be 
child/children i 

yes (38} 
no (14} 
nc respcnse ( 8) 

disarpein ed if you 
end-of-session Flay? 

did net see ycur 
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10. Do you t hink there roust be a play for pare nts/fri e nds to se e , 
ferform e d by the Saturday Playhouse farticifants? 

yes (42 ) 
no (3) 
no response ( 15) 

11. Has your child/ child r en ever seen a play; drama at t he 
University , ether than a Saturday Playhcuse production? 

yes (33) 
no (26 ) 
nc :response ( 1) 

12 . Has your child/ children e ve r seen a flay/' drama ' done by 
actors on a stage ( not 1 . V.)? 

yes ( 33 ) 
no {27 ) 

13. Which do you think yo ur c hildren wculd prefer to see : 

live play (42 ) 
television flay {12) 
nc res onse (6 ) 

1 4 . If a play (performed by ac t c rs frcm the University ) came to 
yo r child's s c hool , ~ould you give him ticket - money (30k) to 
see it? 

yes (60) 
n C ( 0) 

15 . Would you be able to send your child/children tc Saturday 
Playhouse , if t he fEes were than 5 Naira per child? 

yes (48 ) 
no {12 ) 

16. Do you think an annual fee should be charged - for the 
se sion - October to June? 

yes (52 ) 
no (0) 
no response !8 ) 

17. What fee do you believ e should be c harged for the complete 
one ye ar sessi c n (Oc tober to June)? 

1 Nair a (0) 
2 Naira ( 0) 
3 Naira (0) 
4 Nair a (0) 
5 Naira (51) 
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7 Naira (4) 
10 Naira (2) 
no response (3) 

18. Which of the follcwing times would ycu frefer your child to 
attend? 

Saturday morning : 8 . 00 a.m. - 10.00 a . m. {3) 
Saturday morning: 10.00 a . m. - 12 noon (41) 
Saturday afternoon: 3 . 00 p . m. - 5 . 00 p . m. (8) 

19. Do you think the age-level should be lowered? 

5 - 12 yrs . (23) 
4 - 12 yrs . (0) 
3 - 12 yrs . (6) 
remain 6 - 12 yrs . (25) 
no response (6) 

20 . Do you think a similar programme should te availatle to elder 
c hi l dr e n ( e • g • 1 2- 1 5 y r s • } ? 

yes (29) 
n O (3) 
no response (28) 

21 . Your children come each W€ek by 

taxi (0) 
car (29) 
walking (13) 
bicycle (2) 
other (0) 
nc response (16) 

22 . When your child/children is/are absent it is usually due to 

transportation problems {9) 
w€ather conditions (4) 
illness (3) 
lack of interest (0) 
other ccmmitrrents (8) 
other (0) 
no response (36) 

23. What recommendations can you 
Playhouse? 

make to improve Saturday 

(T he following specifications ~ere made : to include 
"creative/ed ucative content"; creative develofment cf 
otjects ; tote taught English; tc provide transportation ; to 
televise the plays; to include outings tc Flaces of interest; 
end-of-session parties; to give "homewcrk"; and to make the 
sessions lcngeI .) 



2EO 

.AFFENDIX E 

AN OUTLI~E CF EXAMfLES 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 fer self discipline 

GOALS/OBJECTIVES: 

( a) 
(b) 
(c) 
(d) 
( e) 

METHODS: 
( i) 

(ii) 
(iii) 
(iv) 

( v) 

(vi) 

(vii) 

to create situaticns which nurture the imagination 
to cffer oppcrtunities to constructively chann el em cticns 
to initiate independent thinking and vocalization 
to ccmmunicate with confidence 
to allow spontaneous movement tc grew freely 

Warm ups; 
Strengthening concentration , imagination, and involvement; 
Creative mcvement from scunds; 
Developing creative non-verbal pantomimes frcm a variety 
of sources: words, songs, prober ts, dance, music; 
Developing creative verbal pan cmimes from: sounds, 
games , maxims, written accounts, folklcre , artifacts; 
Group rcle - playing activities using sources from 
written material , personal situations , proclems; 
Monologue and dialogue activities, leading ta whole­
group dramatizations . 

SUGGESTED ACTIVITIES: 

a. To stretch , move ad react to various musical 
rhythms: drums , sekere, gcngs. 

b. To move and explcre creatively while reacting to 
words , 

€. g.: {i) spik rrocupine 
(ii) whispering grasses 

<iii) rattling machines 
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a. Sculfturing (wood, clay) 
b. Tug-of-war (between two ccngenial groups and two 

warring grcuFs) 
c. Mirra.ring occupations (tailor, fisherman, market 

vendor) 

a. 'Eoje-Bcje' Yoruba game/song) 

3 or 4 to a group, form a semi-circle claffing 
their hands. One child falls back into their 
arms and is thrown back into an Ufright 
FOsiticn between the claF~• 

b. 'Sunana bojone' {Hausa game/song) 

a circle is fcrmed arcund one child who does a 
spirited dance. Without warning he or she 
falls backwards into the circle and is caught 
before reaching the grcund. 

a. • AFata• 

children repeat the follcwing as fast and as 
clearly as possible-
Oja pa tata bata bata bata li ori apata li ode 
ajalu bata ni igi tata li awe! 
-a Flay on the word •apata', containing 
frequent repetition of t and t sounds. 

Ima_gination and Sense Memory J1is~all: 

a. Newspaper fhctcs 

Fhctographs from the ne~s media are chosen to 
-create 'freeze• photographs cf tefore and 
after situaticns 
-'photographs' are created by the children to 
which a 'headline' is added. 

fhotographs or drawings showing emotions 
-children imagine and discuss the personal 
circumstances of each picture: 

who air I? 
where am I'? 
why am I sad, etc.i 



photograph or drawings of flaces 
-c hildren imagine and discuss: 

where is the place? 
who lives there? 
what happens there? 

Imagination JScu~dl: 

a. An instrument is flayed 
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children imagine its use and 'play-out• a 
1=roblem: 
- how do we warn them when they can•t hear us? 
-how do we concentrate when there's so rruch 
noise? 
- how can we d ig the tunnel without rraking a 
noise? 

b . A familiar object is used tc make a sound , i.e. 

-a ccconut clopping, scraffing or rubbed 
-si tua.tions are ' flayed -out• that are 
reminiscent of those scunds 

Imagination JS melll: 

a . A fruit or ve getable is smelled 

children try to verbally analyse the smell and 
'play-cut' a frcblem: 
- how do you stop the smell from getting cut? 
-h ow de you ac pclitely to show that it 
doesn't smell? 
- hew do ycu fellow the smell? 

Non -verbal ~antcmimes: 

a . Using the whole body: 
push a troken-dc n lorry ; 
market ; 
walk through the jungle . 

b . Using hands cnly: 
cpening a tin can; 
peel and slice a ya ; 
cpen a stuck dra er; 
force open a cr ate . 

c. Without using the hands: 
push a car on a uddy road; 
rcll a reek up a hill . 

~alk through a crowded 



d . While sitting: 
read a took while a rncsguitc is nearby; 
eat a juicy orange; 
watch a foottall game; read a letter and 
drink sguash from a glass, a paper cup , 
straw, from the bottle . 

a . One - word - at - a - time stories . 
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r eact; 
through a 

b . One - c1ap-cne- word - : Everyone clar,s and in the space 
between claps a word is added to make a stcry. 
Move arcund the class . 
Variation : 3 claps , three words , 4 claps, 4 wcrds , 
etc . 

c . In pairs, have a conversation in gibberish . Stq: and 
ccmFare what each person thcught the conversation 
-was about . 

d. One child rrakes a speech and the class attempts to 
distract him . 

e. One child reads a newspaper article to the class 
without stopping . The class tries to distract him . 
When finished he is guesticn about the content. 

f . The beginning of .i. sentence is given and then completed 
by different children -
~hen I ne€d help I usually ••• 
I feel proud when ••• 
~he wcrst thing that could happen to me ••• 

Whole GrOUE Rcle-PlaJing : 

- - Using an object the group formulates a protlem which must be 
solved and then played cut: 

a • so u r c e -· a ca 1 abash an d pa 1 re - wine ta pp er • s r c p e t e • g. 
ijho tapped the palm-wine?) 

b . source - a bronze figure of Cl - okun , sea god of Benin 

c . Source-· a Fulani knife 

d. Source - a ccwrie necklace 

e . source ... a torn Ad ire wrapper 

-- Using a written source the group fcrmulates a question which 
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is solved thrcug h playing-out: 

a. Source·· Ashanti stcry "How Mawu and Lisa Cr ea ted 'Ihe 
Earth and the Sky." 

b. Source -- Hausa story "Rut:ber Girl. 11 

c. s ou:rce ··- Proverbs; 
"When a child does not knew how to deliver a 
meEsage he runs an errand twice." (Igbo) 
14 'Ihe thorn bush will not prick its own belly." 
lYo:ruta) 

d. Source- Song: 
11 Sc ne cne wculd like to .have you for her child but 
you are mine." (Akan Lullaby) 

e. Other sources: poems; Fhctographs; pie tu res; 
cartoons, Etc. 



Characters: 

Zakari 

Brother 

Mot her 

Fisherman 

Blacksmith 

Farmer 

Market Women 

A FPENDIX C 

GIVE ME MY KNIFE: 

(adaptEd from a Dakarkari Seng) 

by Danielle Lynder~ay 
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(The action of this play takes place near a pa h leading tc the 

town . ) 

STORYTELLER: In Nigeri~ in a town called zuru there lived a young 

boy called Zakari . He was the youngest bey in his 

large family and even though he was much loved by 

his family , he was never happy with what he had and 

always wanted scmething better . 

(Two or more children are see_ laying a game with 

small stcnes en the ground) 

BROTHER: 

ZAKARI :_ 

There, now it is your urn, Zakari. 

One , t'4o , three, four, five! {He dro_Qs cne stone) 

'Ihere, I have won ! 
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BROTHER: No you have •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! 

( WTHER enters 'With a f.2§ls.§.l~) 

MOTHER: Ah, there ycu are . I've teen locking fer the two cf you. 

Come , I have some nuts fer ycu . 

<~h~ h~ll~§ §~£h Ql the children a IlYt~ ) 

Now I think it is time fer ycu tc go and helf 

your father on the farm . Off with you , you•ve played 

enough! 

(MOTHER walks a~ay while Zakari•s bicther runs off 

i:n. th~ Q.£.Ef§it,g directicn .• Zakari 1i.!!.9i~.§ tehind lcckin.9 

at his nut . ) 

ZAKARI: (.~12!!§) 'Ihi::: shea-nut is ver1 nice , but I 

wonder if I can exchange it for something tetter . 

{ZAKARI sees a FISBERMAN ccming back with catch . ) 

Gooo evenins, 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? 

FISHERMA : Well , I was going to take my fish to the market to 

sell , but I supfose I could spare cne in exchange 

for your nut . You look lie a growing bey whc cculd 

do with a nice fish for your SUfper . Here you are. 

{He takes the fish and gives the FISHERMAN 

his shea-n ut) 



Thank you . 'Ihank you . 

FISHER MAN: Gooab }e Greet ycurFat he .r f or me , wcn 't you? 

(.tl.§ §1 it.§) 

ZAKA]I~ (£~1li!!SI} Yes! Goodtye! 

{ZAKARI looks at tbe fish ) We ll, that was a 

good e xchange . Now I'll go heme and give it to my 

Mother for my supper . 

{ZAKARI besins to wander dcwn down the iath 

whistling.L as the BLACKSMI'IH en t e rs .) 

Good e vening, Blacksmith . 

BLA CKS MITH: Good e vening, Zakari. How are you and your family? 

ZAKARI: 

I aven't seen your father f e r some days now . I've 

been so tusy making new knives for the tig Sunday 

M a r .ket . 

My fam i ly is well, thank you . Are those the ne w 

knives , in your bag'? 

BLACKS MITH: Yes, they are . 'W culd you like to see one? 

ZA KARI: Ch yes please! I 've always wanted a knife! 

('.!".!!~ BL ACKSMTIH ,2uts down his shoulde r ba£1L and takes 

o_t a kn i fe .) 

ZAKAR!: This is a fine knife , and sharp too! How I wculd 

lave cn e! 

BLACKS MITH: We ll, I will be selling them at the market f c r t we 

Naira . 

ZAKARI: Two Naira! Ch , I haven't a y money ••• but I have 
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this delicicus fres fish! i culd you like to e xchange 

your knife for my fis h ? 



BLACKSMITH: Wel l , I wculd have freferr _d the Ko ne y to help pa y 

for my scn •s school fees ••• Eut a fish will t e 

good for our supper ••• Fine , I will give you this 

knife for your f i sh . Here you are . 

ZAKAR I : Th nk you . Thank yo u. 

BLACKS MITH : Take care with that knifE , Zakari . It 

is very sharp . Ne w I must hurry alcng . Good bye! ..__, 

ZAKARI: Goodbye! {Elacksrnith ~.!.i.t2 ) What a good 
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exchange that was ! ••• Oh I am hungry , I must go and 

find some food . 

(ZAK ARI start !Q .90~ wh istlin.9 h~.EE.11.Yi ~§ th~ 

FARME R ente r s with the MARKET WOMAN . The FARMER 

carries s cm€ bananas"' ~hi1~ t hg MARKET ~CMAN 

FARME R: 

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 tomorrc~ mcrning . 

MARKET WOMAN : No , they are t oo costly ••• 

FARME R: Well , you know it is not the season for 

bananas and ••• (The MARKE_ iCMAN and th§ 

FABMEE see ZAKAR I looking at them . ) 

MARKET WOMAN: Wh at ' s the matter with you , ycung man? Are 

ycu lost? 

ZAKAR I : 

FARMER: 

No , no . I was ju s t leak ing at these bananas , 

and they look so delicious . 

Wel l I ' m selling the bunch fer three Naira . Have 



you got that kind of money? f.a! Ha! 

ZAKARI: No , I haven't ~n1 mcney •• • 

MARKET WOMAN: Well then out of our way, and get yourself home! 

{Thgy start to go off when ZAKABI stOES them . ) 

ZAKARI: Excuse me Farmer ••• I • • • I •• • have this knife ••• 

Mayte you cculd exchange a few bananas for my 

knife . 

(Ihg FARMER looks back at ZAKARI and stOES . ) 

FARMER: Let me see the knife then . I could do with 

a sharf knife . 

ZAKARI: 

FARMER: 

Yes, this knife is very sharp ••• Ycu cculd even 

use it to cut off the bananas you give me! 

Alright then . I ' ll give you a dc2en bananas for 

your knife . Give it to me , and let me cut off a 

tunch. 

(ZAKARI hands the knife to the FARMER who EUts down 

the bunch of bananasL counts twelve bananasL and begins 

19 £~! into the stalk . ) 

2E9 

FARMER: Oh no! Your knife has broken at the handle! !his knif e 

may be sharp , but its no good tc me now! 

JAKARI: 

FARMER: 

Sorry tut I can ' t give ycu any bananas for a 

useless knife . 

(Y§IY YE§§!) Give me y knife! 

Give me my knife! Ch no! 

(_he FARMER gives ZAKARI his knife and he 

and the MARKET WOMA _ continue dcwn the Eath . ) 

Well, Madam . What do you say? De you want these 



tananas or not. ThrEe Naira er not hing . 

MARKET WOMAN: I ' ll pay two Naira fifty kcbo . 

FARMER: No , my last price is two Naira ninety kcto •• • 

ZAKARI: 

CThil i~i1 ) 

Who gav€ me this knife? Oh yes , it was the 

Blacksmith who ga ve it tc ~e fer a good fish . 

I could have eaten the fish . Oh , I am so hungry ••• 

And who gave me the fish? •• • Why it was the 

Fisherman , of course , who gave me the fish for 

the shea - nuts that my Mother gave me . Oh I roust 

find the Blacksmith before he eats my fish ••• 

Oh what a foolish boy I am . I should have eaten 

the shea - nut and been happy ••• (ZAKARI runs cff) 

STOBY1ELLER: Zakari did find the ElackEmith - but he was busy 

ea inq his evening meal - ~ the fish! Zakgri 

realized what a foolish and ungrateful boy he 
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had been. Therefore , be thankful for ~hat ycu have , 

no matter how small it is , o r you may end up ha ving 

nothing at all! 

CUE AI 
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