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In the manner of Marshall McLuhan or Walter Ong, one might speculate on the 
ways in which a strong orientation to the printed word has shaped our collective 
psyche , so me of whi ch are not very fl attering. The producti on of hyper­
individualism (reading is inevitably a so litary acti vity) and the tendency to 
abstract an understanding of anything from its situated ground by transforming it 
into a form of literal information, might be two examples. Creative reform in 
education, then, must inevitably invo lve an exploration of the ques ti on of 
di sc ipline itself (its phenomenologica l character and positi ve value in the 
formation of persons) rather than a preoccupation with literacy per se. We need 
to formul ate pedagogy proposals that attend to other ways by which human 
beings learn to achieve a sense of the social good. 
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Creative drama, whether it is referred to as developmental drama, educational 
drama, or drama in education, is a powerful learning medium which is often 
confused with the art fo rm "theater." Both have their roots in role plays of 
different personae, but they differ in purpose. A public performance need not 
exist in creati ve drama. Through thi s type of playful exploration participants 
have the pote nti al to see the huma n s itu ati on anew and thi s alone is of 
educational worth . Creati ve drama may remain at the private level with the 
intent of understanding self and others through role play. This difference from 
theater has sparked many educational debates about whether the purpose of 
drama in the schools is to teach the art fo rm or to enhance the teaching of all 
subjects from language arts and social studies to biology and law. 

In fact, these are two legitimate and often complementary approaches. As an 
art form, theater can shed light on ways of using and refining creative drama in 
the classroom whiie the use of creative drama can lead to the development of 
scripts which can provide powerful rehearsal tools for actors. Creati ve Drama 
helps students to understand the process of di scovering and creating their own 
personal voice, the way journals do in language arts. Students do much writing 
which is not intended for a public forum and the same is true of creative drama. 
To take the analogy even further, creati ve drama is to creative writing as the 
study of literature is to the study of theater. There is the practicing fo r self and 
there is the study of those in the public eye. With enough practi ce and interest 



104 The Journal of Educational Thought, Vol. 27, No. I, April /993 

some may aim to make their work public. However, this leaves the realm of 
education and enters more into the arena of the market place. 

When one begins to examine the purpose and value of drama in education, it 
is important to clarify the orientations that are under investigation. The study of 
Shakespeare in a high school English class can be quite different from the study 
of Shakespeare in a drama class. Likewise, an actor's understanding of a play 
will differ from that of the audience. The type of orientation will affect the type 
of learning which will take place. 

The relationship between actors and audience can be considered political. The 
division of labor into participants and observers is a kind of aristocracy. Boal 
( 1979) believes that modem theater has created a specialized group of experts 
who separate society into those who can do and those who can merely watch. He 
equates this to the producer/consumer dichotomy which serves to enslave the 
masses by creating an aristocracy of experts. By creating plays for people "play" 
has become a commodity and taken out of their hands. Thus, in the drama 
classroom there are various power structures which determine the type of 
experience the students may have. 

Produce for self 
Produce for others 
Consume for self 

Consume from others 

- Creative Dramatics (participants) 
- Theater (participants) 
- Creative Dramatics (participants) 
- Theater (interpret as literature) 
- Theater (audience) 

Generally, creative drama is by and for one's self (private group) while theater is 
by a creative group for others (public group). The degree to which a teacher 
adopts either approach or overlaps them will be her or his personal choice. 

Dorothy Heathcote is internationally renowned for her pioneering work in 
"teacher-in-role" and group drama which has strongly influenced educational 
drama in Canada. Heathcote not only embraces theater as an art form but also 
heralds creative drama as a powerful medium that can be used to make learning 
exciting and meaningful. 

Heathcote is a practitioner. Now retired, she spent her working life teaching her 
unique style of creative drama to students of all ages and to teachers through 
demonstrations and lectures on how to incorporate her style of teaching into 
theirs. These demonstrations, which sometimes lasted for days, were given in 
Australia, Canada, the United States, the United Kingdom and elsewhere. They 
were often accompanied by short lectures on various dimensions of her work. In 
Dorothy Heathcote: Collected Writings on Education and Drama Johnson and 
O'Neill have organized thematically the substance of 17 of these short lectures 
along with various papers published throughout her career. 
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This collection of Heathcote's work includes concise introductions to the key 
points in each of the works. They set the stage, then allow her voice to speak. 
The authors' voices provide the necessary lighting and sound, but it is Heathcote 
who speaks. 

In the Foreword, Gavin Bolton argues that, unlike Way (1967), Heathcote did 
not take an individuali stic approach to creative drama but an anthropological 
one. He claims that "Dorothy intuitively knew that the very essence of drama is 
it s commona lity " (p. 8) . Thu s, he re moves Heathcote from the romantic 
movement in children's dramatics which placed children at the center. Instead 
she resituated them in a di alectic frame in which they learned from others and 
others learned from them. This di stinction separates Heathcote's work from 
earlier work in Britain . Negoti ation of meaning continually underlies much of 
Heathcote's work. 

The book consists of five major sections, each targeting a different aspect of 
Heathcote's work and lectures . The first four, "Teachers and Teaching," "The 
Nature of Educational Drama," "The Function of Drama in the Curriculum," and 
"The Authenti c Teacher" contain essays espousing the philosophy and practice 
of educati onal drama. The fifth is a co ll ection of resources and refere nces. 
Together they represent a co llage of images and thoughts which produce a 
strong rationale for drama in the schools. 

The first of the fo ur major sect ions, "Teachers and Teaching," could be 
considered necessary reading for teacher educators and for a ll beg inning 
teachers regardless of subject specialty. In it, it is clear that Heathcote considers 
commitment and passion to be prerequisites for all teachers. It also includes a 
di scuss ion of skill s in communicati on and negoti ati on. Heathcote longs for 
teachers who are as adept at li steni ng as they are at speaking and who are 
willing to risk, fa ll , get back up, and try again. 

Heathcote proposes her own syllabus fo r teacher education and highlights her 
antic ipated results: 

T he di fference may be that we create a race of teachers who are unafraid to 
make re lati onships with classes, who are un afra id to adm it that they do not 
know, who never stop seeking to learn more about the dynamics of teaching; 
who bring all of themselves to schoo l and demand that the ir c lasses do the 
same; who can actua lly change their modes of work to suit the needs of thei r 
c lasses at any time so that learning is kept meaningful , who like to get on with 
the people they teach because they are unafra id of the dull , the aggress ive, the 
unacademic, the 'naughty'; who are able to admi t that they are ti red today, so 
that their classes can take some respons ibi li ty . (p. 40) 

In the second section, "The Nature of Educational Drama," Heathcote weaves 
into her philosophy of teachi ng drama short anecdotes of how she has perceived 
certain classroom experiences. One is left with a sense of praxis, where practice 
and theory are integrated. She call s fo r "messy" classrooms in which students 
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and teacher challenge each other in a spirit of respect and mutuality. When this 
happens classrooms become places of serious social interaction in which all 
participants talce responsibility for what unfolds . She believes that the teacher's 
role is to be a designer of meaningful activities through which students can 
come to understand themselves and the world around them better. 

Four of the major points discussed in this section provide the reader with a 
strong philosophical understanding of Heathcote's approach as well as 
methodological concepts which can be easily put into practice. Her thoughts on 
"teacher thresholds" (p. 63 - 68) are ground-breaking and accurately describe 
much of the lived experience of all teachers . For example, a teacher's threshold 
of sound/silence can influence the amount of group work and consequently the 
amount of student talk that takes place in the classroom. In the section on 
"teacher registers" (p.58-59) she reveals the strategies teachers can use to build 
students' beliefs and commitment. The essay, "From the Particular to the 
Universal" (pp. 103 - 110), provides insights into how to teach with relevancy 
by recognizing and including students' voices in the classroom. This may be 
considered a direct response to Giroux and Penna's comment that "educators will 
have to develop very specific classroom processes designed to promote values 
and beliefs which encourage democratic, critical modes of student-teacher 
participation and interaction" (1981, p. 221). Clearly Heathcote has pioneered 
many classroom procedures which theoreticians can only vaguely address. 

The third section, as its title indicates, deals with the function of drama in the 
curriculum and addresses both its practical value and the political dimensions 
involved. Drama is portrayed as a process for change with the potential for 
enabling "reconceptualization" (Pinar, 1988. p. 2). In theory, Heathcote seems 
to reject the notion that "drama is learning by doing"; rather, she extends it to 
"drama is learning by doing and reflecting on that doing" (p. 121 ). It is the 
reflection on an experience that enables people to look at the givens that 
influence classroom practices. Thus, change is possible. 

Heathcote uses stories of her own teaching and decision-making to illustrate 
her views. Her recipe is quite simple: "We must learn to set up the work so that 
children construct reality, so that a careful teacher can monitor the quality of the 
experience, by insisting that the form of the experience is suitable for the 
construct required for the learning" (p. 133). The curriculum, like knowledge, is 
co-constructed and reconstructed depending upon its participants. Students 
recognize that they are both the signified and signifiers and change their 
perspectives using multiple frames of reference. Heathcote has created a 
postmodern pedagogy to match current educational trends. 

Heathcote's work is permeated with many fundamental values. She has 
reverence for children and their learning. In the final section, "The Authentic 
Teacher ," two essays are provided in which Heathcote examines the 
teacher/student relationship. She believes that "classes deserve the best systems 
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of communication we can give them" (p. 160); she thoroughl y examines the 
"signing systems" which take place in classrooms. This, of course, is essential 
when working in role. Students need to know where they stand and what is 
ex pected. This often comes through an impli cit set of negot iated s ignals. 
Heathcote makes the m explicit so that the teacher can be aware of what 
"(sign)als" need to be sent. 

In the last essay, "The Authentic Teacher and the Future," Heathcote is at her 
most provocative and courageous. She implies that much which takes place in 
schools is unauthenti c and deadly . She criticizes schools for the manner in 
which they structure the participants' lives. Heathcote believes thi s is due, in 
part, to the fa lse separation of the terms work and play. She claims that "this 
makes school seem unauthenti c as soon as children stop being given play 
environments because the work of school - the learning-getting - seems to 
bear no relationship to the learning-getting systems operating outside" (p. 191 ). 
She strongly believes that drama, specifically creative drama, has the potential 
for creating authentic classrooms in which knowledge is not dead but relevant. 
She also believes in classrooms where teachers and students recognize that they 
are co-creato rs of curriculum and enjoy the process of negotiation and 
reconceptuali zation. She asks us for a better future and gives us some building 
blocks. 

In the final section Johnson and O'Neill have assembled some resources and 
references. A li st of films about Heathcote as well as some notes Heathcote uses 
in her work are provided for readers who may ask, "Where to next?" The films 
provide a "contexture" (Norri s, 1989, p. 49), or texture of the context, of 
Heathcote's work which is unattainable in the printed medium. 

Throughout her career Heathcote has developed, via practice, a sophisticated 
philosophy and methodology of teaching which compares in value to the work 
of Bloom, Dewey, and A. S. Neil to name a few. She claims that she is a teacher 
first and a drama teacher second. This collection of essays documents her life­
long dedication to education. Because they were written with diverse audiences 
in mind, the essays tend to be repetitive at times . However, each writing, like a 
good spiral curriculum, reveal s a slightly different perspective. This book should 
be required reading along with many of the establi shed "Masters. " The approach 
is neither philosophical nor practical but the natural combination of the two. As 
such, the style is ahead of its time. 
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The publication of three books on the topic of relationships between school and 
work provides an opportunity for reade rs to deve lop new ins ights into the 
tran s ition process, a passage all students make, and to refine conceptual 
frameworks that assist in developing a more sophisticated understanding of thi s 
complex social issue. 

Although st udents individually make deci s ion s a bout when to leave 
educational syste ms and e nte r th e workforce , their co llectiv e beha vior 
symbolizes one way in which a society renews itself: These young people carry 
with them the conceptual tool s for maintaining the culture. Our youth are our 
legacy and to them we bequeath the promise of a future that is better than the 
present. 

Nonetheless, the transition from school to work is increasingly difficult for 
many youn g peopl e as socia l change exacerbates mi s match es betw ee n 
individual intentions, educational credenti als, employment opportunities, and a 
fluctu a ting marketpl ace. Unlike the recess ion of the 1980s, durin g the 




