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ABSTRACT 

A Philosophical Investigation in to Drama i n Education 

Michael P. Fleming 

The investigation in to drama i n education i n th i s thesis i s 
conducted through an exploration of four central concepts: aims, 
learning, meaning and f ee l ing . Philosophical misconceptions r e l 
ated to those concepts are c r i t i c i s e d ; j u s t i f i c a t i o n s fo r the 
subject are examined; and widely accepted methods of describing 
the development of the subject are challenged. Chapters one and 
two establish the framework fo r the study by considering the nature 
and role of philosophy i n education and the problems and confusions 
wi th in drama i n education. I t i s argued that philosophy has an 
important ro le i n education i n the investigation of subjects. 
Chapter three argues for the importance of aims not as terminal 
goals but as a recognition of the teacher as in tent ional agent. 
By distinguishing aims from the values and functions of drama, the 
development of the subject can be described wi th more c l a r i t y . 
Chapter four highl ights problems associated with the notion of 
'drama for learning' and argues that to be coherent, the idea 
demands an adequate conception of learning and intent ion and also 
needs to be linked wi th the concept of teaching. Chapter f i v e 
examines ideas of form, consciousness and intent ion i n r e l a t ion to 
meaning. Confusions related to those concepts are examined. A 
un i fy ing concept of aesthetic meaning which includes the conscious
ness of the part icipants as one of i t s constituents i s recommended. 
Chapter six argues that a misconception of the way 'emotion* words 
operate i n our language pervades thinking and w r i t i n g about drama. 
Problems associated wi th the concept of expression are examined and 
wri ters who draw on outmoded expression theories of a r t , thus 
f a i l i n g to give an adequate theoretical view of fee l ing i n aesthetic 
education, are c r i t i c i s e d . I t i s argued that i n drama a coherent 
view emerges i f part icipants are viewed as percipients i n terms of 
the fee l ing content. An extension of th i s view which i s l inked to 
challenges to ob j ec t i v i s t aesthetics i s to see creative engagement 
i n drama i n part as a means of educating aesthetic response to a r t . 
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INTRODUCTION 

Drama i n education i s a r e l a t i v e l y recent subject but i t 

has developed rapidly since i t s adoption i n schools. That 

development has not been a question of simple progress from 

one consolidated approach to another but the subject has grown 

i n d i f f e r e n t directions and i s conceived d i f f e r e n t l y by d i f f e r e n t 

exponents. Thus some of the problems and questions associated 

wi th the subject are quite fundamental* Are *drama as art* 

and *drama fo r learning* two contradictory notions? What i s 

meant by *drama for learning*? How precisely should learning 

objectives be specified? This study has been undertaken i n the 

be l ie f that an application of philosophy to drama i n education 

w i l l be beneficial i n going some way towards answering these 

and many other questions associated wi th the subject. 

My own involvement wi th drama began i n 1971 and my i n i t i a l 

impression then started me on the l i n e of thought which led to 

th i s study. I was struck f i r s t of a l l by the degree of sophis" 

t i c a t i on wi th which those involved i n drama i n education applied 

themselves to thinking about the i r pract ice, forming i t seemed 

something of a vanguard i n pedagogical th ink ing . I was also 

struck, however, by the fac t that drama teachers themselves 

of ten seemed confused when i t came to theorising; concepts l i k e 

play, aims, meaning, fee l ing were used wi th fervour but of ten 

wi th l i t t l e c l a r i t y . There was also a lack of communication 

wi th the education world outside drama. 
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Since then of course^ pub l i ca t ims by authors l i k e Allen» 

Bolton, Heathcote, McGregor» Robinson have made s ign i f i can t 

advances i n the subject and have gone a long way towards c l a r 

i f y i n g seme of the important issues, but i n many ways my i n i t i a l 

impressions s t i l l hold good. Such wr i te rs have taken the subject 

to sophisticated levels but the problems of coinnTinication are 

s t i l l w i th us* I t i s not unconmon f o r example to read reviews 

of recent drama books which accuse authors of neglecting devel

opments i n the subject* Stanley's Drama Without Script^ we are 

toldy " i s simply out of date. I t belongs to the same generations 

of books on drama i n education as Brian Way's Development Through 

Drama and Pemberton B i l l i n g and Clegg*s Teaching DramatV^ I n 

another review we are t o l d that the authors of two bo<^s on drama 

"seesn unaware of any developments i n the philosophy and practice 

of drama i n education".^ But what exactly does being "out of 

date^' mean i n drama and what have been the developments i n the 

subject? I w i l l be arguing that i t i s more d i f f i c u l t t o describe 

those developments than many commentators assume* 

Faced wi th confusion inside the subject» i t i s not surprising 

that educational thinkers have of ten found i t d i f f i c u l t t o under

stand and value drama^ and penetrate what they see as i t s rather 

mysterious aura and idiosyncratic use of language* I t seemed that 

1 K. Byron, Review of S. Stanley's Drama Without Scr ip t , 2D 
(Vol . 1 , No. 1 , Autumn 1981). 

2 C. O ' N e i l l , Review of M.E. Folsky's Le t ' s Improvise and 
R. James and P. Williams' A Guide To Improvisation, Times 
Educational Supplement (30.1.81). 
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some attempt was needed to examine the f i e l d of drama i n education, 

not wi th a view to o f f e r i n g fur ther theories and j u s t i f i c a t i o n s , 

but i n an e f f o r t to put the present state of the subject i n some 

sort of conceptual order. By examining drama from a philosophical 

perspective i n t h i s study, i t i s hoped that seme of the problems 

of communication, both w i th in the f i e l d and wi th the educational 

world outside, w i l l be a l lev ia ted . 

The purpose then w i l l be to conduct a philosophical invest

igat ion of drama i n education. Immediately a nvimber of questions 

are raised. What i s meant by a philosophical investigation? To 

what i s *drama i n education* taken to refer? The term 'drama i n 

education* can cause problems because i t s use can easily resu l t 

i n a l i m i t a t i o n of the way the subject i s conceived. I t i s easy 

to understand why Al len preferred 'drama i n schools* because i t 

avoids the tendency to see 'drama i n education* or 'educational 
3 

drama* as a subject d i s t i n c t from drama. On the other hand, some 

wri ters might argue that i t i s useful to employ terminology which 

indicates that the purpose i s not to t r a i n actors or to introduce 

pupils to theatre c r a f t but to use the subject fo r educational 

purposes. But what concept of education i s implied i n the pa r t i c 

ular notion of * educational purposes*? The simplest of questions, 

here the very terminology used to describe the subject, raises a 

number of conceptual p r o b l ^ s which demand the rigour of a phi los

ophical approach. 

3 J . A l l en , Drama i n Schools: I t s Theory and Practice (Heinemann, 
1979). 
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This does not mean that the questions which w i l l be consid

ered i n th i s study have not been discussed before; indeed, one 

of the purposes w i l l be to examine c r i t i c a l l y what others have 

said. Nor would i t be true to say that these questions have not 

been discussed phi losophical ly . I t could be argued that any 

discussion of the subject which deals wi th the conceptual problems 

tends to become philosophical . Di f fe ren t exponents have made 

reference to wr i te rs l i k e Reid, Langer and Polanyi to provide a 

theoretical basis f o r the subject. However, i t seems important 

that an attempt be made to draw on philosophy i n a more systematic 

way to investigate the subject. I t w i l l be argued i n the course 

of th i s study that the piecemeal application of philosophical 

wr i t i ng to drama i n education has given r i se to theoret ical 

confusion. 

Various branches of philosophy (epistemology, aesthetics, 

philosophy of mind, philosophy of education) w i l l be relevant. 

This fac t raises certain problems. Many of the questions which 

w i l l be discussed raise issues which are major philosophical 

problems i n thei r own r i g h t . There i s thus the danger of over

s impl i fy ing the philosophical discussion of the problem i n order 

to c l a r i f y the question i n the context of drama. There i s the 

equal danger of losing sight of the central theoretical problems 

i n drama and get t ing immersed i n the philosophical discussion. 

Finding the r i g h t balance here w i l l depend i n part on f ind ing the 

appropriate s tructure. I t w i l l be necessary to proceed cautiously 

and spend some time establishing a framework. The f i r s t two chapters 
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can therefore be seen as an introduct ion to the main discussion 

which fo l lows . There i s another reason why a lengthy introduc

t i o n i s necessary. A study of th i s kind w i l l inevi tably make 

certain i m p l i c i t assumptions about philosophy, about i t s scope, 

i t s l im i t a t i ons and i t s relevance to education. I t w i l l be 

important therefore to give some e x p l i c i t at tention to these 

questions. 
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CHAPTER ONE 

INVESTIGATING DRAMA 

( i ) Introduction 

The purpose of t h i s chapter w i l l be to establish what i s 

meant by a philosophical invest igat ion of drama i n education. 

I t may seem that th i s question i s a very narrow one and should 

be prefaced by a consideration of what a philosophical invest

igat ion of a subject, any subject, might e n t a i l . I t could be 

argued that to do so would provide a model f o r the application 

of philosophical methods to individual subjects taught i n school, 

an area where philosophy can be of use i n educational th inking . 

Although much of what w i l l be said here w i l l apply to the applic

ation of philosophy to the teaching of subjects i n a general 

way, pa r t i cu l a r ly i n the section en t i t l ed 'Subjects ' , i t w i l l 

not be the in tent ion to adopt an approach which seeks to establish 

or work from a model. I t seems that i f an invest igat ion i n th i s 

area i s to be both he lp fu l and philosophically sound i t must be 

directed at the specif ic questions which are posed i n the teaching 

of a specif ic subject. For example, i f drama i s compared wi th 

physics, there i s l i t t l e disagreement about what constitutes 

physics (there i s a body of knowledge, a method of procedure to 

which the pupils must be introduced) but there i s no similar 

agreement about what constitutes drama. We speak of teaching 

physics and learning physics whereas there may be objections to 

saying that pupi ls learn drama but rather that they learn through 
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drama* Observations of t h i s nature may lead to questions about 

what constitutes being called a subject at a l l . 

I t might be thought therefore that there i s l i t t l e need of 

any fur ther preliminary discussion. I f the actual problems 

represent the s ta r t ing points , then the philosophical aspects 

of those p r o b l ^ s can be discussed as the study proceeds. 

Although th i s w i l l be the way forward, two reasons were stated 

ear l ier why a more detailed introduction i s necessary; i t i s 

important to establish a clear structure and comment on the 

nature of philosophy and i t s relevance to education. A t h i r d 

reason can now be added; i t i s necessary to indicate what sorts 

of questions are best considered by a philosophical investigation 

of t h i s kind. For example, the question *does a C.S.E. q u a l i f 

ica t ion i n drama have status wi th employers?' may be important 

to teachers but i t i s one which w i l l be resolved by a s t a t i s t i c a l 

survey directed at employers. For the purpose of such a survey 

the d e f i n i t i o n of what i s meant by 'drama' w i l l be the subject 

which goes by that t i t l e on the curriculum i n the school. Another 

question l i k e , 'what i s the j u s t i f i c a t i o n fo r teaching drama?' 

may need much closer at tent ion to the concept 'drama' even though 

th i s also appears to assume that there i s agreenent about what 

i s meant by 'drama'. The second question i s more l i k e l y to be 

relevant to a philosopher's concern but the examples may be 

misleading i f they imply that i t i s always easy to dis t inguish 

philosophical from non-philosophical questions. The boundaries 

between empirical and conceptual questions are not always very 
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clear and to attenpt to demarcate a boundary i n some instances 

can i t s e l f be seen as a philosophical problem. The conceptual 

problems may be concealed. For example, a methodological question 

i n drama l i k e 'how i s depth achieved?' may be best answered a f t e r 

a discussion which seeks to determine whether the notion of 

depth i n th i s context i s coherent. That discussion may i n turn 

have implications fo r the practice of the subject. 

This chapter then w i l l be concerned wi th philosophy of 

education and i t s relevance to the teaching of subjects i n general 

and spec i f i ca l ly to drama i n education. Section one w i l l give 

some background on the development of philosophy of education and 

w i l l discuss i n par t icular the dominance of conceptual analysis 

and the reservations which have been expressed wi th t h i s approach. 

Section two w i l l consider the application of philosophy to the 

teaching of subjects. Four general areas w i l l be i d e n t i f i e d 

which provide a background fo r the more specif ic questions to 

which a par t icular subject w i l l give r i s e . Section three w i l l 

consider i n more de ta i l the relevance of philosophy to drama i n 

education. Here i t w i l l be stressed that i t i s the nature of the 

subject and even more spec i f i ca l ly the present state of development 

of the subject which has determined the scope and purpose of t h i s 

study. Although the thesis w i l l have cer tain stated l i m i t a t i o n s , 

i t i s not the in tent ion to de l imi t a par t icular ro le fo r the 

relevance of philosophy to education. 
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( i i ) Philosophy and Education 

The approach to philosophy of education which grew from the 

l i n g u i s t i c t r a d i t i o n i n philosophy i s most of ten characterised 

as the c l a r i f i c a t i o n of concepts. The ro le of philosophy i s not 

seen to be that of providing new knowledge but rather to analyse 

and c l a r i f y the concepts i n which our ideas f i n d expression. The 

analytic approach to the philosophy of education which i s generally 

thought to have originated wi th books by Hardie and O'Connor^, and 

which i s largely associated through the 1960s and 1970s wi th the 

wr i t ings of Peters, has been dominant f o r some time and w i l l be 

f ami l i a r to anyone wi th even a passing knowledge of philosophy of 

education. There has, however, been a growing dissa t i s fac t ion 

wi th t h i s approach. Reid, wi th some foresight i n 1965, argued 

against what he saw as t h i s narrow ro le fo r philosophy and warned 

that , "the proper funct ion of analysis i s the better understanding 
2 

of the wholes which are analysed; i t i s servant not master*'. 

Peters' work has been subject to c r i t i c i s m from various 

quarters^ but one of the clearest and most trenchant c r i t i c i sms 

has come i n an a r t i c l e by Haack who has advocated a return to a 

1 CD. Hardie, Truth and Fallacy i n Educational Theory (Cambridge 
Universi ty Press, 1942). 
D.J . O'Connor, An Introduction to the Philosophy of Education 
(Routledge, 1957T: — — 

2 L.A. Reid, "Philosophy and the Theory and Practice of Educa
t ion" i n R.D. Archambault ( ed . ) . Philosophical Analysis and 
Education (Routledge, 1965), p. 24. 

3 J . Wilson, "Philosophy and Education: retrospect and prospect", 
Oxford Review of Education (Vol . 6, No. 1 , 1980), p . 42. He 
i d e n t i f i e s some of the major c r i t i c s . 
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t r ad i t i ona l approach to the philosophy of education so that i t 

can once more have as consequence recommendations fo r the better

ment of educational i n s t i t u t i o n s , practices and po l i c ies .^ The 

reasons are varied and closely argued. The a r t i c l e shows that 

the c r i t i c i sms usually made of the t r ad i t i ona l view are not 

adequate and goes on to point out inconsistencies and in te rna l 

defects i n Peters' philosophy. I n par t icu lar , i t i s suggested 

that there are serious problems wi th his notion of conceptual 

t r u t h (one whose t r u t h depends on i t s meaning) which i s central 

to Peters' approach and that of other philosophers i n his 

t r a d i t i o n . Haack goes on to point out that i t i s unclear i n 

Peters' analysis of education whether he i s attempting to present 

the concept of education (an essential is t view) or whether he 

favours one among several acknowledged concepts of education. 

I t i s also suggested that , contrary to the view of the 'new' 

philosophers of education, i t i s not conceptual confusion which 

i s the source of the poor state of pedagogic theory but "lack of 

well-attested information and adverse social conditions".^ 

I t i s not necessary here to go fur ther in to the technica l i t ies 

of Haack's a r t i c l e . Enough of a warning note has been sounded 

against assuming that second order analysis of concepts, important 

as th i s task may be i n some contexts, i s the only ro le f o r 

philosophy of education. C r i t i c s of the analytic approach do not 

4 R.J. Haack, "Philosophies of Education", Philosophy (Vol . 51 , 
No. 196, A p r i l 1976), pp. 159-176. 

5 i b i d . , p . 174. 
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tend to deny that there i s a place for l i n g u i s t i c a n a l y s i s but 

question t h i s exclusive narrow d e f i n i t i o n of philosophy. Passmore 

has stated that the great temptation of a n a l y t i c philosophy i s 

"to collapse into the making of pointless d i s t i n c t i o n s , the cons

truction of unnecessary d e f i n i t i o n s Analysis can e a s i l y 

lose sight of i t s purpose or indeed lack any purpose from the 

outset. The use of concepts and a l l the ramifications of t h e i r 

use can be i l l u s t r a t e d but without n e c e s s a r i l y any p o s i t i v e 

advance i n thinking. 

The important point about conceptual an a l y s i s i n education 

i s that i t i s often unclear on what basi s the c l a r i f i c a t i o n i s 

proceeding. This was one of the c r i t i c i s m s of Peters' thinking 

mentioned above. Appeal i s often made to so-called •ordinary 

usage' but the use of concepts v a r i e s depending on the context. 

What, for example, would an analysis of 'drama' devoid of any 

context amount to? A l i s t of necessary and s u f f i c i e n t conditions 

for i t s use? But on what basis? On the basis of i t s use by 

teachers, w r i t e r s on the subject, the man i n the s t r e e t ? I t may 

be possible instead to describe the d i f f e r e n t ways the term i s 

used by d i f f e r e n t people, to uncover a network of family resem

blances, but again unless there i s a substantial question 

underlying t h i s sort of c l a r i f i c a t i o n , i t i s i n danger of being 

a pointless exercise. 

Although t h i s study w i l l be based on the examination of 

c e n t r a l concepts i n the subject, i t w i l l not belong i n any narrow 

6 J . Passmore, The Philosophy of Teaching (Duckworth, 1980), 
p. 8. 
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sense to the t r a d i t i o n of l i n g u i s t i c a n a l y s i s i n philosophy of 

education. The difference i n emphasis i s an important one, 

although perhaps not immediately obvious, and has to do with the 

sense of purpose with which an examination of concepts i s con

ducted. I t i s for t h i s reason that i t i s important that the 

present study centres on the problems which a r i s e i n the 

p a r t i c u l a r subject. For example, i t may be a question of looking 

at the concept of aims i n the teaching of drama but i n that case 

the discussion must be rooted i n the s p e c i f i c questions which 

pertain to the subject and which present a r e a l problem for 

teachers such as, *how f a r are we e n t i t l e d to demand the precise 

s p e c i f i c a t i o n of objectives given the nature of the subject?' I t 

may be a question not of analysing the l o g i c of 'education' i n a 

vacuimi but of attempting to uncover what concept of education 

i s i m p l i c i t i n a p a r t i c u l a r approach to the teaching of drama. 

I t w i l l not be a question of seeking necessary and s u f f i c i e n t 

conditions for teaching and learning but rather to examine the 

notions of teaching drama and learning through drama to assess 

whether they are meaningful. 

The view has been argued that philosophy because i t "leaves 

everything as i t is^' i s n e c e s s a r i l y conservative and cannot 
7 8 a f f e c t p r a c t i c e . ' This view has been disputed by Freeman. She 

7 The actual quotation i s from Wittgenstein's Philosophical 
Investigations ( B a s i l Blackwell, 1953) but philosophers 
would disagree over the int e r p r e t a t i o n . 

8 H. Freeman, "On the Nature of Philosophy of Education and 
i t s P r a c t i c e i n Colleges and Departments of Education or 
•Does Philosophy of Education leave everything as i t i s ? ' " . 
Education For Teaching (Autumn 1975, No. 98). 
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disagrees that philosophy leaves everything as i t i s and claims 

that much work i n the philosophy of education conceived as 

conceptual a n a l y s i s has p r e s c r i p t i v e implications for p r a c t i c e . 
Q 

She begins her argument by using the work of P.S. Wilson. 

Wilson, she argues, does not intend to prescribe but the reader 

might we l l think that he has been given prescriptions for what 

i s worth doing, 
"What the teacher ought to do i s help children learn 
through i n t e r e s t , for education i s the development 
of i n t e r e s t and children ought to be educated and 
not merely 'schooled'."10 

Wilson, by analysing the concept of 'education' i n a p a r t i c u l a r 

way to include the notion of i n t e r e s t , i s making a prescription. 

I would want to extend Freeman's argument here by saying that 

the prescription can be more u s e f u l l y i d e n t i f i e d i f i t i s 

recognised that the an a l y s i s i s making recommendations about the 

use of concepts. I n other words, Wilson i s not making a purely 

descriptive a n a l y s i s of a l l the uses of the term education but 

he i s making a recommendation about the use of that p a r t i c u l a r 

concept. I think that there i s an advantage i n seeing the 

prescription i n terms of a recommendation on the use of concepts 

because i t makes i t c l e a r e r that the a n a l y s i s w i l l only a f f e c t 

p ractice i f both ( a ) the a n a l y s i s i s accepted and (b) there i s 

agreement that the a c t i v i t y i n question should be designated by 

9 P.S. Wilson, I n t e r e s t and D i s c i p l i n e i n Education (Routledge 
and Kegan Paul, 1971). 

10 H. Freeman, op. c i t . (1975), p. 39. 
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the p a r t i c u l a r concept. I n other words, faced with Wilson's 

argument one can either r e j e c t h i s a n a l y s i s of education or 

accept i t and respond that schools should be concerned with 

schooling rather than education or accept i t and have one's 

actual p r a c t i c e changed. The recommendation to use a concept 

i n a p a r t i c u l a r way i s not e n t i r e l y equivalent to offering a 

s t i p u l a t i v e d e f i n i t i o n but may be drawn from a descriptive 

a n a l y s i s of the way a concept i s used i n a p a r t i c u l a r context. 

The important point i s that a n a l y s i s of t h i s kind should not 

carry i m p l i c i t normative judgements while masquerading as 

being value f r e e . 

This l a t t e r c r i t i c i s m i s directed by Nidditch a t the whole 

conceptual a n a l y s i s approach to p h i l o s o p h y . H e maintains 

that philosophers make r i g i d claims about what education ought 

to be on the basis of what i s ( i . e . i s said or thought i n using 

the educational concepts). Although supposedly l i m i t i n g them

selves to discerning and describing what they c a l l conceptual 

truths or even l o g i c a l truths, "these philosophers of education 

continually commit themselves to highly controvertible evaluative 

propositions about education as i f t h e i r statements were truths 

of the d i s c i p l i n e of philosophy".^^ Nidditch's c r i t i c i s m , I 

would suggest, does not show that analysis i s of no importance 

11 P.H. Nidditch, "Philosophy of Education and the Place of 
Science on the Curriculum" i n G. Langford and D.J, O'Connor 
(e d s . ) . New Essays i n the Philosophy of Education (Routledge 
and Kegan Paul, 1973). 

12 i b i d . , p. 239. 
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but that there are dangers of making claims i n the name of 

a n a l y s i s which are not v a l i d . This question of the r e l a t i o n s h i p 

between conceptual analysis» value judgements and p r a c t i c e i s 

a complex one which I w i l l not pursue here. For the purposes 

of t h i s study i t i s enough to reaffirm that the r o l e of 

philosophy w i l l be to deal with s p e c i f i c conceptual problems 

to which the subject gives r i s e . The problem of the r e l a t i o n 

ship of a n a l y s i s to p r a c t i c e a r i s e s when that a n a l y s i s takes 

place outside any meaningful context. 

One of the reasons for the dcminance of a n a l y t i c philosophy 

has not been lack of c r i t i c i s m but lack of p o s i t i v e a l t e r n a t i v e , 

p a r t i c u l a r l y i n the more popular anthologies and introductory 

readings. Recently the picture has been changing. One example 

i s Hamlyn*s book. Experience and the Growth of Understanding. 

Here he returns to the t r a d i t i o n a l question of the genesis of 

knowledge and, having examined emp i r i c i s t and r a t i o n a l i s t 

accounts, o f f e r s a theory of h i s own which he applies to educa

tion. I n h i s review of t h i s book, Durkin comments as follows, 

"Much of the contemporary philosophy of education, 
e s p e c i a l l y that influenced by the p r i n c i p l e s of 
conceptual a n a l y s i s , has proved a pretty aimless 
a f f a i r . The analyses are frequently fudged, the 
i n s i g h t s p a r a s i t i c , and the major questions have 
been dodged, not i n the r e t i c e n t and properly 
shameful acknowledgement of impotence that we 
might expect, but i n a quite g l e e f u l disdain of 
anything of r e a l i n t e l l e c t u a l i n t e r e s t . P r a c t i t 
ioners of t h i s peculiar d i s c i p l i n e have often 
boasted of t h e i r uninterest i n anything more 
sophisticated or compelling than second order 
pontification."13 

13 K, Durkin, review of D. Hamlyn's Experience and the Growth 
of Understanding i n B r i t i s h Journal of Educational Studies 
(Vol. XXVII, No. 3, October 1979), p. 261. 
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The author goes on to welcome Hamlyn's book as one of a small 

n\jmber of recent attempts to v i t a l i s e the f i e l d . 

There has also been a growing i n t e r e s t i n a phenomenological 

approach to philosophy of education. Neil Bolton has argued for 

the importance of phenomenology and i n p a r t i c u l a r i t s implications 

for research and education. Defining phenomenology as " c r i t i c a l 

r e f l e c t i o n upon the e s s e n t i a l nature of experience", and str e s s i n g 

the difference between philosophical and sociological/psychological 

approaches, he claims i t to be a "necessary foundation for 

research, theory and pr a c t i c e i n education".^^ The c o l l e c t i o n 

of essays edited by C u r t i s and Mays presents a number of a r t i c l e s 

s p e c i f i c a l l y concerned with application of phenomenology to 

e d u c a t i o n . A n a r t i c l e by R.T. Allen which argues for the 

importance of Polanyi's work to education i s also a useful i n t r o 

duction to the l a t t e r ' s w r i t i n g . P h i l o s o p h e r s who have previously 

been ccmmitted to conceptual an a l y s i s have begun to argue for the 

value of a phenomenological approach. Langford, for example, 

describes h i s method i n Teaching as a Profession as phenomenological 

rather than a n a l y t i c . ^ ^ A r t i c l e s by w r i t e r s l i k e E l l i o t t and 

14 N. Bolton, "Phenomenology and Education", B r i t i s h Journal 
of Educational Studies (Vol. XXVII, No. 3, October 1979), 
p. 247. 

15 B. C u r t i s and W. Mays ( e d s . ) . Phenomenology and Education 
(Methuen, 1978). 

16 R.T. Allen, "The Philosophy of Michael Polanyi and i t s 
Significance for Education", Journal of Philosophy of 
Education (Vol. 12, 1978). 

17 G. Langford, Teaching as a Profession (Manchester U n i v e r s i t y 
Press, 1978), p. 2, as quoted by A. Thatcher, "Education and 
the Concept of a Person", Journal of Philosophy of Education 
(Vol. 14, No. 1, 1980), P.HT: ~ ~ 
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Dunlop have given a refreshing slant to many of the i s s u e s i n 

philosophy of education. 

Such developments are to be welcomed and suggest that i t 

might be unwise to base t h i s study on any one p a r t i c u l a r philos

ophical method which might serve to l i m i t i t s scope i n an 

unhelpful way. However, before considering i n more d e t a i l the 

relevance of philosophy to drama i n education i t w i l l be necessary 

to consider the more general question of the investigation of 

subjects. 

( i i i ) Subjects 

I t i s r e l a t i v e l y easy to quote examples which show that the 

questions which are pertinent to one p a r t i c u l a r subject are not 

necessarily so to another. Some questions which may appear to 

be simply a problem of s p e c i f i c curriculum content (should History 

lessons be based on the History of Europe or include World 

History, p a r t i c u l a r l y given the existence of d i f f e r e n t ethnic 

groups within a school and community? should History n e c e s s a r i l y 

be taught on a chronological b a s i s ? ) may be t i e d to conceptual 

questions (what i s history? what i s the nature of the conceptual 

questions with which the h i s t o r i a n deals?) or questions of value. 

I n the case of mathematics, the dilemma or disagreement about 

modern v. t r a d i t i o n a l maths may be shown to depend on d i f f e r e n t 

concepts of education i m p l i c i t i n the two approaches, one placing 

value on the a c q u i s i t i o n of s k i l l s , the other placing more emphasis 
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on mathematical thinking*^^ The questions and problems relevant 

to the teaching of subjects vasry. Some of the problems are 

obviously p r a c t i c a l ^ others obviously conceptual* and for others 

t h e i r conceptual b a s i s may need to be eschibited. 

I t i s necessary to s t r e s s that the type of investigation 

I am advocating here i s not confined to a philosophical a n a l y s i s 

of the subject matter (although that may ccxistitute part of i t ) 

but a philosophical perspective on the teaching of the subject. 

The question i s ccmplicated by the f a c t that the p a r t i c u l a r 

subject under discussion i n t h i s study i s often termed * drama i n 

education* and thus distinguished from 'drama*. We do not speak 

of * physics i n education* or *music i n education* but simply 

*music* or *physics* whereas the subject i n question i s more 

usually termed * drama i n education". How *drama* d i f f e r s from 

* drama i n education" may w e l l be part of the investigation but 

the difference i n terms i s convaiient for the point being made 

here* Philosophy of x i n t h i s case» where x i s the subject, 

would not be philosophy of drama i f i t was established that 'drama 

i n education' i s d i f f e r e n t from 'drama". Philosophy of drama 

would involve the investigation i n the f i e l d of aes t h e t i c s which 

would, of course, be relevant and useful to the teacher. What I 

am proposing, however, i s that there i s a wider concern which has 

to do with what might be termed the * philosophy of the teaching 

18 C. Ormell, "The Problem of Curriculum Sequence i n Mathematics** 
i n G. Langford and D.J. O'Connor ( e d s . ) , c i t . , (1973). 
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of X* which w i l l embrace the philosophy of x but w i l l include 

other concerns more s p e c i f i c a l l y r e l a t e d to the teaching of the 

subject. 

Reference has already been made to one such concern i n the 

previous section. Attempts to analyse the concept of teaching 

i n philosophy of education have not been very helpful i n a 

p o s i t i v e way but have rather served to c r i t i c i s e extreme c h i l d -

centred approaches to education ( t h i s argimient w i l l be developed 

i n Chapter Four on Learning). Instead of looking at the concept 

of teaching i n i s o l a t i o n , there may be a future i n considering 

the notion of •teaching x'. Also, attempts to define and compare 

di f f e r e n t models of teaching (impression, insight r u l e ^ ^ or 

transmission v. enquiry) tend to ignore the p o s s i b i l i t y that 

d i f f e r e n t models may be appropriate to d i f f e r e n t subjects. 

There i s a danger with the philosophy of x approach of 

assuming without question that the academic model or a l t e r n a t i v e l y 

the body of knowledge upon which the 'philosophy of* i s l i k e l y to 

be based i s n e c e s s a r i l y the conception of the subject which i s 

relevant to the teaching s i t u a t i o n . Drama i s not n e c e s s a r i l y the 

appreciation and study of dramatic te x t s , r e l i g i o n i s not neces

s a r i l y the study of C h r i s t i a n theology. Neither i s i t simply a 

matter of curriculum content. The approach i n question (philosophy 

19 I . S c h e f f l e r , "Philosophical Models of Teaching" i n R.S. 
Peters ( e d . ) . The Concept of Education (Routledge, 1967), 
p. 120. 
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of x) might lead to an i i n c r i t i c a l acceptance of a p a r t i c u l a r 

concept of mental development. 

I t may be objected that an approach which takes a p a r t i c u l a r 

subject as i t s s t a r t i n g point i s making the i m p l i c i t assumption 

from the beginning that the subject should occupy a place on 

the curriculum. A philosophical consideration of a subject, the 

argument might go, should concern i t s e l f with j u s t i f i c a t i o n and 

should therefore begin with wider philosophical i s s u e s . There 

might be some v a l i d i t y i n t h i s objection i f only philosophical 

arguments were considered i n deciding whether a subject should 

occupy place on the curriculum. H i r s t has argued against basing 
21 

curriculum change on purely philosophical grounds. His view 

seems r i g h t i n that although philosophy can throw l i g h t on 

curriculum questions, the f i n a l decisions about what i s taught 

must involve other considerations. The st a r t i n g point for an 

investigation of a p a r t i c u l a r subject then i s more the f a c t that 

the subject i s taught i n schools and that there are questions and 

problems r e l a t e d to the teaching of that subject which can benefit 

from philosophical considerations. 

20 J . Gribble, Introduction to Philosophy of Education (Boston, 
A l l y n and Bacon I n c . , 1969). He argues that a teacher should 
have "attempted a philosophic a n a l y s i s of the nature of h i s 
subject", p. 42. I n the course of h i s argimient he takes for 
granted H i r s t ' s theory of i n i t i a t i o n i n t o forms of knowledge. 

21 P. H i r s t , "Philosophy and Curriculum Planning" i n P. H i r s t , 
Knowledge and the Curriculimi (Routledge, 1974). 
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A philosophical i n v e s t i g a t i o n of a subject might concern 

i t s e l f with the following areas; 

(a) the major concepts with a view to the c l a r i f 

i c a t i o n of t h e i r use; 

(b) theory - not i n providing a theory for the 

subject but i n establishing c r i t e r i a for 

assessing the t h e o r e t i c a l foundations for the 

subject which already e x i s t ; 

( c ) concept of education - to determine what 

concept of education i s i m p l i c i t i n various 

approaches to the subject; 

(d) curriculum considerations - how i s the 

inc l u s i o n of the subject on the curriculum 

vari o u s l y j u s t i f i e d ? 

My intention i n t h i s study w i l l be to examine these areas using 

selected concepts a s a frame. The areas overlap a great deal but 

they w i l l each be given separate comment. 

The f i r s t of these, the c l a r i f i c a t i o n of c e n t r a l concepts, 

i s l e s s l i k e l y to be subject to the sort of c r i t i c i s m i d e n t i f i e d 

e a r l i e r (that much of t h i s sort of a n a l y s i s l acks purpose) because 

the subject w i l l provide the necessary d i r e c t i o n . I t w i l l be a 

question of looking at general educational concepts (e.g. teaching 

and learning) as w e l l as those which are more p a r t i c u l a r l y r e l a t e d 

to the subject (e.g. f e e l i n g and symbolism are more l i k e l y to be 

relevant to English or Drama). There may a l s o be a need to examine 
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the way concepts are used by d i f f e r e n t exponents of the subject 

to look for contradictions and confusions. F i n a l l y , i t may be 

necessary to examine the way concepts have changed i n the course 

of the development of the subject i n order to r e f l e c t the d i f f e r e n t 

way the subject i s conceived. 

I n considering the second area i t w i l l be useful to be aware 

that there are d i f f e r e n t notions of what an educational theory 

i s . ^ 2 I do not propose to go into these i n d e t a i l , rather to 

suggest that the r o l e of a philosophical investigation w i l l not 

be to e s t a b l i s h a t h e o r e t i c a l foundation for the subject because 

to do so might be to neglect other considerations (whether 

psychological, h i s t o r i c a l or methodological) which might be 

relevant. I n making t h i s point I am not n e c e s s a r i l y subscribing 

to the sort of view associated with the 'new' philosophy of 

education described e a r l i e r , that i t i s possible to e s t a b l i s h a 

value-free,purely c r i t i c a l philosophy of education or to the 

argimient that educational theory should not be informed by drawing 

on philosophical b e l i e f s . 

I t i s useful here to use a d i s t i n c t i o n made by Haack between 

a global and a s p e c i f i c educational theory: 

22 See, for example, D.J. O'Connor, "The Nature and Scope of 
Educational Theory ( 1 ) " and P. H i r s t , "The Nature and Scope 
of Educational Theory ( 2 ) " both i n G. Langford and D.J. 
O'Connor, op. c i t . (1973). For a useful summary of d i f f e r e n t 
notions of theory see M. Downey and A.V. K e l l y , Theory and 
P r a c t i c e of Education (Harper and Row, 1979), Chapter 8. 
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"A global educational theory has to do with an o v e r a l l 
conception of education and i t s aims ... A s p e c i f i c 
educational theory, on the other hand, i s a theory 
such as that mathematics i s best taught by beginning 
with abstract structures such as set theory and 
vector spaces rather than with the teaching of 
computational s k i l l s , or the theory that reading i s 
best taught by the 'tot a l * method or by the a n a l y t i c a l 
method."23 

Philosophical theories, i t i s suggested, are usually the sort which 

are c a l l e d here global. A theory of a subject i s more l i k e l y to 

be closer to what i s here c a l l e d s p e c i f i c which w i l l of course 

either e x p l i c i t l y or i m p l i c i t l y be based on a global theory of 

education. I t w i l l be the task of the investigation to make the 

concept of education underlying the subject e x p l i c i t . 

This leads to the t h i r d area, determining what concept of 

education i s i m p l i c i t i n various approaches to the subject. The 

c l a r i f i c a t i o n of what i s meant by 'education* has been the major 

concern of much philosophy of education. Peters r e j e c t s c e r t a i n 

models of education on the grounds that what i s a necessary part 

of the concept i s elevated to providing a model, giving an 

unbalanced view. The view, for example, that education must be 

concerned with something that i s e x t r i n s i c that i s worthwhile tends 

to place a s t r e s s on instrumental views of education whereas being 

worthwhile i s a necessary part of what i s meant by 'education'. 

S i m i l a r l y 'growth' which i s a necessary part of education i s 

elevated to the extent that the growth model determines procedure. 

23 R.J. Haack, op. c i t . (1976), p. 171. 
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Peters here i s not j u s t r e j e c t i n g s p e c i f i c models but i s r e j e c t i n g 

the whole idea that the presentation of a model i s the r i g h t 

procedure. Some of the major points of Peters* i n i t i a l a n a l y s i s 

of education can be summarised as follows: the concept 'education* 

picks out no p a r t i c u l a r a c t i v i t y or process but lays down c r i t e r i a 

to which a c t i v i t i e s or processes must conform; we must guard 

against misleading models l i k e *growth' and *moulding*; the 

normative features of education are i n t r i n s i c and must not be 

presented as e x t r i n s i c ends; education can be viewed as tasks 

r e l a t e d to achievements.^^ 

Frankena, l i k e Peters, r e j e c t s the s o c i a l i s a t i o n model of 

education i n favour of a normative - "The fostering i n the young 

of the dispositions or states of mind that are desirable" rather 

than those that are "regarded as desirable by t h e i r elders**.^^ 

Langford distinguishes between formal and informal education ( i n 

the f i r s t case two p a r t i e s are distinguished, one of whom accepts 

r e s p o n s i b i l i t y for the education of the other) and promotes the 
26 

view that to become educated i s to learn to be a person. 

However, h i s d e f i n i t i o n that education i s "an a c t i v i t y which aims 

at p r a c t i c a l r e s u l t s i n contrast with a c t i v i t i e s which aim at 

24 See i n p a r t i c u l a r , R.S, Peters, op. c i t . (1967). 

25 W.K. Frankena, "The Concept of Education Today*' i n J.F. Doyle 
(ed. ) , Educational Judgments -• Papers i n the Philosophy 
of Education (Routledge, 1973), p. 20. 

26 G. Langford, "The Concept of Education" i n G. Langford and 
D.J. O'Connor, op. c i t . (1973). 
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t h e o r e t i c a l r e s u l t s " i s c r i t i c i s e d by Schofield because i t f a i l s 

to d i s t i n g u i s h education from other a c t i v i t i e s which aim at 

p r a c t i c a l r e s u l t s . 

The above summaries do not do j u s t i c e to the complexities of 

the analyses offered but the point i s that faced with such a 

marked difference i n the a n a l y s i s of as fundamental a term as 

'education*, the teacher who wishes to deepen h i s understanding 

of the education process may have some d i f f i c u l t i e s . * Education* 

i s used i n a l l sorts of ways, to r e f e r to any process going on 

i n schools, to r e f e r only to those processes which conform to 

some notion of what education ought to be. As Dunlop has s a i d , 

" I f we are interested i n the concept of education i n a philoso

p h i c a l l y i n t e r e s t i n g way we cannot be merely interested i n how 

the word i s used or i n the d i s t i n c t i o n s people have i n mind when 

they use i t . C l e a r l y i n these senses the concept could be 
28 

connected with a l l sorts of c r i t e r i a i n p a r t i c u l a r s o c i a l groups'*.^" 

The point he makes i s that the question *what i s education?' should 

be seen as a question which asks 'what ought we to do?' 

How then w i l l the a n a l y s i s of the concept education r e l a t e 

to a philosophical in v e s t i g a t i o n of a subject? I t would seem that 

the sensible procedure, i n the l i g h t of what has been sa i d , i s not 

to s t a r t with attempting to analyse or assess the analyses of the 

concept education i n a very general sense. Instead i t would seem 

27 H. Schofield, The Philosophy of Education; An Introduction 
(Allen and Unwin, 1972), p. 33. 

28 F.N. Dunlop, "Education and Human Nature", Proceedings of 
the Philosophy of Education Society of Great B r i t a i n (Vol. 
IV, January 1970), p. 41. 
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to make sense to look at the d i f f e r e n t approaches to a p a r t i c u l a r 

subject which have and do e x i s t and seek to make e x p l i c i t which 

concept(s) of education i s embodied i n them. I t w i l l be a matter 

of asking such questions as, ' I s education being used i n a norm

ativ e or desc r i p t i v e sense?', ' I s the concept of education a l l i e d 

to one p a r t i c u l a r model, say the growth or s o c i a l i s a t i o n model?', 

'At what point does i t make more sense to speak of tr a i n i n g rather 

than education i n the context of the subject?'. 

So far I have suggested that the investigation of subjects 

w i l l involve the an a l y s i s of concepts with a view to both 

c l a r i f y i n g those concepts over which there i s c l e a r l y some 

confusion and i n an e f f o r t to examine the o r e t i c a l foundations for 

the subject. The second objective w i l l involve looking at concepts 

of education i m p l i c i t i n di f f e r e n t approaches to the subject which 

i n turn w i l l mean an examination of associated educational concepts 

within the context of the subject. The fourth area which was 

i d e n t i f i e d overlaps with the others - the j u s t i f i c a t i o n for the 

inc l u s i o n of a subject on the curriculum r e l a t e s c l o s e l y to the 

theo r e t i c a l foundations for the subject which i n turn can p a r t l y 

be determined by making e x p l i c i t what concept of education i s being 

promoted by a p a r t i c u l a r approach. I f a philosophical investigation 

i s to be directed at one s p e c i f i c subject then i t seems f a i r to 

suggest that part at l e a s t of that investigation might be concerned 

with how that subject i s j u s t i f i e d i n terms of i t s i n c l u s i o n i n the 

curriculum of an educational i n s t i t u t i o n . A major r o l e of philosophy 

of education i n recent years has been to throw l i g h t on c r i t e r i a and 

p r i n c i p l e s which determine curriculum. Questions which are important 



- 27 -

i n general curriculum considerations and planning may be u s e f u l l y 

applied to the s p e c i f i c subject iinder discussion. I have i n mind 

such questions as the importance or lack of importance i n ident-

i f y i n g and making e x p l i c i t content and objectives. ^ 

This then completes the general account of the sorts of areas 

to which a philosophical investigation of a subject might be 

directed. I t may seem on the basis of what has been said so f a r 

that two contradictory procedures are being advocated. On the one 

hand i t was suggested e a r l i e r that an investigation of t h i s kind 

should be directed at s p e c i f i c questions and problems i n the 

subject yet here some very general areas have been i d e n t i f i e d with 

the implication that they may be relevant to a l l subjects. I t w i l l 

be argued i n the next section, which w i l l be concerned with what 

a philosophical investigation of drama w i l l s p e c i f i c a l l y e n t a i l , 

that these two procedures can be reconciled. 

( i v ) Philosophy and Drama 

To begin t h i s section i t w i l l be worth repeating i n abbreviated 

form areas with which i t was suggested an investigation of t h i s 

kind would be concerned. They were: 

(a) C l a r i f y i n g those terms which seem to require 

c l a r i f i c a t i o n ; 

(b) Examining t h e o r e t i c a l foundations for the subject; 

29 This w i l l be discussed i n Chapter Four on Learning. 
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( c ) Determining what idea of education i s i m p l i c i t 

i n a p a r t i c u l a r approach; 

(d) Asking questions about the j u s t i f i c a t i o n of 

the subject. 

The four areas are c l o s e l y r e l a t e d . Asking questions about why 

any subject should be taught i n schools w i l l very soon lead to a 

consideration of what i s meant by 'education*. I n turn an exam

inatio n of the concept of education held by exponents of a 

p a r t i c u l a r view about the teaching of a subject w i l l lead 

i n e v i t a b l y to a closer look at the t h e o r e t i c a l foundations for 

those views. The study as a whole w i l l need to be couched i n 

terms of (a),the c l a r i f i c a t i o n of the use of terms by exponents 

of one view or another. 

I n embarking upon t h i s study a number of methods of procedure 

seem possible. Given that four areas have been i d e n t i f i e d and 

given that the study w i l l be conducted on the basis that there 

are d i f f e r e n t approaches to the teaching of the subject, a simple 

method would be to apply the four areas to each major exponent of 

drama i n turn, or a l t e r n a t i v e l y , to take each area i n turn and 

apply i t to the major exponents i d e n t i f i e d . Neither of these 

methods which may at f i r s t seem the c l e a r e s t and most obvious, w i l l 

be adopted for reasons to do with the nature of the subject i t s e l f 

and to do with the need to reconcile these general areas with more 

s p e c i f i c questions. 

Although there are d i f f e r e n t approaches to the teaching of 

drama, to i d e n t i f y only the major exponents of the subject i s not 
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to do j u s t i c e to the f i e l d . Although names l i k e Slade and Way 

stand out c l e a r l y as influences i n the development of the subject 

i n the 1950s and 1960s, some aspects of the subject are not 

c l e a r l y i d e n t i f i e d with a p a r t i c u l a r name. Also, although many 

w r i t e r s on drama a f t e r Slade were influenced by him, i t i s easy 

to ignore ways i n which these w r i t e r s were beginning to d i f f e r 

i n t h e i r outlook. I n a discussion of "Drama and Creativity**, 

McLeod makes the camnent, **Slade became a precursor to a number 

of p r a c t i c a l l y orientated books (e.g. Adland, 1964; Pemberton 

B i l l i n g and Clegg, 1965; and Way, 1968), a l l of which were based 

on the Slade m o d e l " . T h e comment disguises c r u c i a l differences 

between the exponents l i s t e d here. To take j u s t one example, the 

r o l e of the teacher i n Pemberton B i l l i n g and Clegg's approach, 

"The drama teacher's job i s to d i s c i p l i n e and d i r e c t the c h i l d ' s 

play i n t o channels where he needs to make worthwhile decisions 

and discoveries"-^^ i s very d i f f e r e n t from Slade's i n s i s t e n c e that, 

"The C h i l d , through Child Drama, avoids the imposition of w e l l -
32 

intentioned, ill-informed adult plans". 

30 J . McLeod, "Drama and C r e a t i v i t y " i n Speech and Drama (29, 
Spring 1980, 2 ) . The date c i t e d for Way's book by McLeod 
i s 1968 but should be 1967. 

31 R.N. Pemberton B i l l i n g and J.D. Clegg, Teaching Drama 
(University of London Press, 1965), p. 21. 

32 P. Slade, Child Drama (University of London Press, 1954), 
p. 108. I t should be acknowledged that i n p r a c t i c e Slade 
did plan for children. Also, the r o l e of the adult changed 
as the c h i l d grew older. 
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I f a method which r e l i e s on i d e n t i f y i n g and discussing major 

exponents i s i n danger of leading to problems, so also i s the 

approach which proceeds i n terms of 'schools of thought* such as 

'drama as play', 'drama as a r t ' , 'drama as learning*. The danger 

here i s of preempting the a n a l y s i s , forcing d i s t i n c t i o n s which are 

a r t i f i c i a l and forcing exponents into categories i n which they do 

not comfortably f i t . I n t h i s respect I depart from what has 

become an orthodox way of viewing and describing drama. 

The method of procedure which s e ^ s most appropriate for a 

study of t h i s kind i s to i d e n t i f y and explore the major concepts 

which require examination. Although t h i s approach presents 

s l i g h t l y more d i f f i c u l t i e s i n terms of structure, there are a number 

of reasons why i t i s not only v i a b l e but more useful than the 

a l t e r n a t i v e s i d e n t i f i e d . Because the discussion w i l l proceed i n 

terms of concepts, the philosophical method w i l l be more c l e a r l y 

and e x p l i c i t l y demonstrated. Also, the discussion of drama i n 

education w i l l be more c l e a r l y located within the academic d i s c i p 

l i n e of philosophy of education and philosophy. Much wri t i n g on 

drama i n education draws on other d i s c i p l i n e s i n an unsystematic 

way, using quotations from random sources to support ideas. This 

sometimes leads to problems as w i l l be shown i n t h i s study. 

An approach of t h i s nature w i l l also be useful i n r e c o n c i l i n g 

the general areas (a - d) with the more s p e c i f i c questions. The 

four areas can be subsumed under the general question, *why teach 

drama?* meaning, 'How has drama been vario u s l y j u s t i f i e d ? ' . Those 

concepts w i l l be i d e n t i f i e d which are most pertinent to the 
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j u s t i f i c a t i o n of drama and w i l l provide a focus for the discus

sion of seme of the questions which need illumination. Also, by 

r e l a t i n g c e n t r a l concepts to w r i t e r s i n the f i e l d a c l e a r e r 

perspective w i l l be formed on what exponents and commentators 

have written on the subject. To borrow and adapt a phrase from 

Ryle, i t w i l l be a question of mapping the t e r r i t o r y of drama 

i n education."'"^ There are several reasons why such a map i s 

necessary and i t w i l l not be too much of a diversion to consider 

those reasons because they w i l l also influence and d i r e c t the 

nature of t h i s study. Drama i n education has l a r g e l y developed 

from p r a c t i c a l observation and experience translated into 

recommendations for others to adopt si m i l a r p r a c t i c e s . This has 

meant that w r i t e r s on the subject have tended to asser t b e l i e f s 

without attempting to associate them with a p a r t i c u l a r theory. 

Commentators on drama loosely i d e n t i f y the early growth of the 

subject with child-centred t h e o r i s t s l i k e Froebel, P e s t a l o z z i , 

and Montessori i n a way that has become almost a c l i c h e without 

examining c l o s e l y the theory i m p l i c i t i n a p a r t i c u l a r approach 

to drama. 

Another reason why the t e r r i t o r y needs signposting i s that 

most exponents of the subject who have developed thinking about 

drama i n education have done so with l i t t l e reference to t h e i r 

predecessors, mentioning them only i n acknowledgements or b i b l i o 

graphies. This comment i s not meant as a c r i t i c i s m . The rapid 

33 G. Ryle, The Concept of Mind (Hutchinson, 19A9), reprinted 
i n Penguin, 1973. Ryle speaks of determining "the l o g i c a l 
geography of concepts", (Penguin, 1973), p. 10. 



- 32 -

development of the subject must be i n part due to the f a c t that 

exponents have forged a path forward without feel i n g unduly 

l i m i t e d by the thinking of others. I t has meant, however, that 

the progress has not been a simple one of consolidating one 

approach and then moving to another. Not that other pedagogies 

develop i n t h i s i d e a l , neat fashion, but ideas are often subject 

to more public, c r i t i c a l debate i n journals and other publications 

than has been the case i n drama i n education. One of the r e s u l t s 

of the development of drama i n t h i s way i s that w r i t e r s tend to 

make inc o r r e c t assertions about the work of past exponents, a 

point which w i l l be demonstrated i n t h i s study. 

Another feature of the rapid growth of the subject i s that 

while more recent exponents are using more sophisticated language 

and ideas to describe the process and functions of drama, the same 

ideas are r a r e l y applied to e a r l i e r exponents by way of comparison. 

When, therefore, the Schools Council characterises drama as "an 

expressive process which i s best understood through the idea of 

symbolization and i t s r o l e i n the discovery and communication of 
34 

meaning' , i t seems f a i r to ask whether the same language can be 

used to describe the approach to drama advocated by Peter Slade 

or i f there are c r u c i a l differences what are they? The method then 

which unites and compares exponents and commentators on drama by 

discussing t h e i r views i n the context of p a r t i c u l a r concepts w i l l 

more c l e a r l y compare and d i s t i n g u i s h t h e i r work than a separate 

a n a l y s i s of each one. 

34 L. McGregor, M. Tate and Robinson, Learning Through Drama, 
Schools Council Drama Teaching P r o j e c t (10-16) (Heinemann, 
1977), p. 24. 
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The approach taken i n t h i s study w i l l not be to assume a 

p a r t i c u l a r philosophical position but by focussing on p a r t i c u l a r 

concepts w i l l draw on whatever philosophical discussion i s 

relevant. 
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CHAPTER TWO 

CONCEPTS IN DRAMA IN EDUCATION 

( i ) Introduction 

I t remains then to e s t a b l i s h which concepts w i l l form the 

major basis for the discussion by looking at the area of drama 

i n education. This w i l l be the purpose of the present chapter. 

The concept of drama i t s e l f i s one which needs seme consideration 

but i t w i l l not be i d e n t i f i e d as one of the central concepts for 

discussion i n the main body of the t h e s i s . The reason i s that 

the whole study can i n one sense be seen as a contribution to 

the understanding of what i s meant by 'drama*. The f i r s t section 

then w i l l not be an attempt to define drama but w i l l rather 

uncover some of the problems associated with the concept which 

subsequent discussion i n the d i f f e r e n t chapters w i l l illuminate. 

The second section w i l l i d e n t i f y the major concepts and w i l l form 

more p r e c i s e l y the questions which r e l a t e to those concepts 

p a r t i c u l a r l y i n the way they are used by the exponents of the 

subject. I n doing so i t w i l l be a question of finding the r i g h t 

balance, of adequately demonstrating the c e n t r a l importance of a 

p a r t i c u l a r concept i n the f i e l d without preempting the main 

discussion which w i l l form the basis of the entire study. 

( i i ) Drama 

I t i s not the intention here to give a chronological account 

of the development of drama. Among such studies, Coggin has given 
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a deta i l e d description of the r o l e of drama i n education from 

Greek times onwards. ̂  Cox^ has analysed the development of the 

subject from 1900 to 1939 i n some d e t a i l and more recently 

Crompton^ has given a s e l e c t i v e description and analysis of 

w r i t e r s who have influenced the growth of the subject.^ John 

Allen's book, Drama i n Schools; I t s Theory and P r a c t i c e ^ , i n c l 

udes a more personal account. Shorter surveys are to be found i n 

Drama i n Education 1^ and Drama and Theatre i n Education^. A l l 

of these w r i t e r s recognise the central importance of Peter Slade's 

Child Drama i n accelerating the growth of the subject, and through

out the 1960s publications l i k e Alington (1961)^, Adland (1964)^ 

1 P. Coggin, Drama and Education; An H i s t o r i c a l Survey from 
Ancient Greece to the Present Day (Thames and Hudson, 1956). 

2 T. Cox, "The Development of Drama i n Education 1902-44", 
(University of Durham, M.Ed, t h e s i s , 1970). 

3 N.J.R. Crompton, "A C r i t i c a l Evaluation of the Aims and 
Purposes of Drama i n Education", (University of Nottingham, 
M.Phil, t h e s i s . May 1978). 

4 See also K. Robinson, "A Re-evaluation of the r o l e s and 
functions of drama i n secondary education with reference to 
a survey of c u r r i c u l a r drama i n 259 secondary schools", 
(University of London, I n s t i t u t e of Education, Ph.D. t h e s i s , 
1981). 

5 J . A l l e n , Drama i n Schools; I t s Theory and P r a c t i c e (Heine-
mann, 1979), 

6 J . Hodgson and M, Banham (ed s , ) . Drama i n Education 1; The 
Annual Survey (Pitman, 1972), See e s p e c i a l l y P a rt 1, "From 
the Past to the Present", 

7 G. Bolton, "Drama and Theatre i n Education; A Survey" i n 
N, Dodd and W, Hickson (eds,), Drama and Theatre i n Educa
tion (Heinemann, 1971), 

8 A.F. Alington, Drama and Education ( B a s i l Blackwell, 1961). 

9 D.E. Adland, The Group Approach to Drama, Books 1-4 (Longman, 
1964 to 1967). 
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and P. B i l l i n g and Clegg (1965)^^ although mainly p r a c t i c a l books, 

were confident both i n t h e i r assimiptions about the nature of the 

subject and i n t h e i r t h e o r e t i c a l claim for i t . 

The f i r s t D.E.S, survey on drama i n 1967, however, sounded a 

warning note on the need for c l a r i t y of thinking, finding i t 

sur p r i s i n g "to find how much time i s being devoted i n schools and 

colleges to a subject of whose r e a l i d e n t i t y there i s no general 

agreement"^^ and "some work that i s claimed to be drama i s i n 

danger, through the looseness of the concepts underlying i t , of 

not providing any very acceptable educational experience for the 

p u p i l s " . C o m m e n t s of t h i s nature reappear i n l a t e r publications 

on the subject, such as Male, "Much misunderstanding and disagree

ment s t i l l e x i s t s as to the nature of drama i n education"^-^, and 

McGregor comments on the "deep d i v i s i o n s within the drama world". 

I n the l i g h t of such comments i t might be expected that publications 

on the subject would be partisan, dogmatic and eager to c r i t i c i s e 

the work of others but i n f a c t t h i s i s r a r e l y the case. The more 

recent w r i t e r s on the subject are often eager to embrace a l l 

approaches. This i s true of the Schools Council Report, Learning 

Through Drama, which wants the case for drama "to be s u f f i c i e n t l y 

10 R.N. Pemberton B i l l i n g and J.D. Clegg, Teaching Drama (U.L.P., 
1965). 

11 Department of Education and Science, Drama; Education Survey 2 
(London, H.M.S.O,, 1967), p. 2. 

12 i b i d . , p. 41. 

13 D. Male, Approaches to Drama (Unwin, 1973), p. 9. 

14 L. McGregor, Developments i n Drama Teaching (Open Books, 1976), 
p. 18. 
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broadly-based to take i n a l l examples of the vorW?-^ 

The various comments above r e f l e c t a central concern i n 

drama i n education to give an adequate account of what drama 

i s , without being e x c l u s i v e l y dogmatic or without extending the 

concept so wide that i t loses any r e a l s ignificance. Unfortun

a t e l y the problem i s often i d e n t i f i e d as a need to form a 

d e f i n i t i o n of drama. Crompton c r i t i c i s e s the 1967 drama survey 

because i t " f a i l s to define drama"^^ without seeming to be aware 

of Allen's own discussion of the survey, "We challenged the 

teaching profession to define what drama i s a l l about, side

stepping the i s s u e ourselves ... Yet whenever I think about the 

matter a doubt a r i s e s i n my mind. I s i t even f a i r to ask the 

question?" 

The problem with forming a d e f i n i t i o n by establishing the 

necessary and s u f f i c i e n t conditions which govern the usage of 

the term i s that a s t i p u l a t i v e d e f i n i t i o n i s l i k e l y to ignore 

important usages of the term, whereas a descriptive d e f i n i t i o n i s 

l i k e l y to be too wide. Some of the d e f i n i t i o n s of drama, e.g. 
1 8 

"Drama i s a doing of l i f e " hardly need c r i t i c i s m s they are so 

wide. 

15 L . McGregor, M. Tate and K, Robinson, Learning Through Drama, 
Schools Council Drama Teaching P r o j e c t (10-16) (Heinemann, 
1977), p, 6. 

16 N.J.R. Crompton, op. c i t , (1978), p, 275. 

17 J . A l l e n , "Notes on a D e f i n i t i o n of Drama" i n J . Hodgson 
and M. Banham ( e d s . ) . Drama i n Education 3; The Annual 
Survey (Pitman, 1975), p. 102. 

18 R. Courtney, Teaching Drama ( C a s s e l l , 1965), p. 5. 
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Different t h e o r e t i c a l assumptions for the subject have 

l a r g e l y depended on i m p l i c i t assumptions about what drama i s . 

These assumptions have governed the way drama has been categ

orised. 

"Creative drama i n schools, for children from the 
age of f i v e to boys and g i r l s of thirteen, fourteen 
or f i f t e e n , may be a r t i f i c i a l l y divided into four 
aspects - play, movement and mime, the various kinds 
of 'improvisation', and scripted plays devised and 
written by children. These are a r t i f i c i a l d i v i s i o n s , 
for drama i s one; a l l i t s forms may be considered as 
play (recreation and re-creation); movement and often 
mime are e s s e n t i a l preparations for and ingredients 
of improvised drama and children's scripted plays; 
and the l a t t e r may be the consummation of s a t i s f y i n g 
impr ovi sat i on." 19 

The quotation r e f l e c t s an uncertainty about t h i s kind of d i v i s i o n 

although Alington's book and many others followed t h i s pattern 

even i n chapter headings. As the s t r e s s i n drama moved more 

towards improvisation, a c t i v i t i e s such as movement and mime 

tended not to be given separate i d e n t i f i c a t i o n . Brian Way i n 

Development Through Drama placed a great emphasis on exercises 
20 

which he seemed to equate with drama. More recently the s t r e s s 
21 

has moved to improvised drama or 'acting out'. 

The problens of categorising drama i s not confined to the 

r e l a t i v e l y simple process of distinguishing c l e a r l y defined 

p r a c t i c a l a c t i v i t i e s . Within the f i e l d of 'acting out*, 'creative' 

19 A.F. Alington, op. c i t . (1961), p. 14. 

20 B. Way, Development Through Drama (Longman, 1967). 

21 L. McGregor et a l . , op. c i t . (1977), p. lOff. 
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or 'expressive* drama approaches, t h e o r e t i c a l foundations and 

i m p l i c i t concepts of education d i f f e r . I t i s misleading, there

fore, to read about Dorothy Heathcote, for example, that "Though 

working along her own l i n e s , her approach i s not d i s s i m i l a r to 
22 

that of Peter Slade and Brian Way**. Anyone reading the 
description of her work i n Drama as a Learning Medium would be 

23 

l i k e l y to sense a s i g n i f i c a n t difference of approach. This 

kind of comment i s provoked by the type of categorisation which 

unbraces various exponents under the heading 'creative drama*. 

Bolton's c l a s s i f i c a t i o n of dramatic a c t i v i t y as exercise, 

dramatic playing, theatre, drama for understanding i s more useful 

i n distinguishing very di f f e r e n t approaches without r e l y i n g on 

narrow d e f i n i t i o n s . ^ ^ I t seems important then to recognise the 

way categories r e f l e c t the manner i n which the term drama has 

been i m p l i c i t l y widened, narrowed and defined. One p a r t i c u l a r 

c h a r a c t e r i s a t i o n of drama as play i s i n need of close attention. 

Most accounts of the development of drama i n education quote 

Caldwell Cook as the e a r l i e s t pioneer who paved the way for the 

acceptance of creative drama as a subject on the school c u r r i c 

ulum.^^ He usually receives acknowledgement but often l i t t l e more 

22 J . Hodgson and M. Banham, "The Thoughtful Playground" i n 
Drama i n Education 1, op. c i t . (1972), p. 42. 

23 B.J, Wagner, D. Heathcote: Drama as a Learning Medium 
(Washington D.C., National Education Association of the 
United States, 1976). 

24 G. Bolton, Towards a Theory of Drama i n Education (Longman, 
1979). 

25 H. Caldwell Cook, The Play Way (Heinemann, 1917, repr. 1966) 
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detai l e d attention. Cook*s approach constitutes what he c a l l s 

an "educational method" which embraces a number of di f f e r e n t 

pedagogic techniques including drama» and which recognised that 

learning cones from doing and from experience. I t i s i n t e r e s t i n g 

that h i s methodology i s not based purely on an approach which 

seeks to use play i n the classroom as a teaching technique. 

Cook's d e f i n i t i o n of play i s very broad: "by play I mean the 

doing anything with one's heart i n i t " . ^ ' ^ He wants to i n j e c t 

the same kind of application, i n t e r e s t and happiness which he 

perceives i n children's play into the classrocm. His ideas then 

incliide not only the acting of plays but other techniques which 

might not normally be c a l l e d either play or drama including the 

giving of t a l k s by the p u p i l s , the making of anthologies, the 

invention of fantasy i s l a n d s , self-government i n the classroom. 

The way Cook uses the term play i s in^ortant because i t 

highlights a question which i s r a r e l y posed but seems to be 

relevant to many exponents of the subject; i s the s t r e s s on play 

due to the f a c t that play has been i d e n t i f i e d as a useful pedag

ogic technique because i t guarantees application and i n t e r e s t on 

the part of the pupil or does i t come frcxn a more deep-seated 

t h e o r e t i c a l understanding of the relevance of play to the learning 

of the c h i l d ? For example. Cook describes the difference between 

a c l a s s s i t t i n g i n a passive manner with only half-hearted atten

t i o n to the reading of a Shakespeare play and a c l a s s acting the 

26 H. Caldwell Cook, op. c i t . , p. 364. 

27 i b i d . , p. 4. 
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same play i n a vigorous manner. The teacher has found a l i v e l y 

way of handling the material. On the other hand, the use of play 

may come from an awareness of the importance of play i n concept 

formation, i n coming to terms with r e a l i t y and as such imply a 

r e a l difference i n approach to the actual learning process. 

Writers on drama sometimes describe the category 'drama as play' 

without adequately demonstrating whether play i s being viewed as 

a t h e o r e t i c a l foundation for the subject. 

The "looseness of concepts" referred to i n the D.E.S. survey 

i s a l s o i l l u s t r a t e d i n the way other exponents of the subject 

have used the term play. Peter Slade's thinking centred on the 

importance of play i n the development of children. I n the book 

Chi l d Drama often the terms drama and play appear to be used 

synonymously, p a r t i c u l a r l y when he describes the early stages of 

the c h i l d ' s development: 

" A l l manifestations i n which apparently the whole 
l i t t l e body and Person are used to portray something, 
or i n which the whole mind i s concentrated on a L i f e 
s i t u a t i o n , as i n Play with d o l l s and toys, I would 
c a l l Drama of the obvious kind."28 

His concept of drama i s wide, "drama means doing and struggling", 

yet occasionally a d i s t i n c t i o n i s made to suggest that there i s 

a difference between drama and play, "Child Play may be the 

foundation of Child Drama, but we can help Children enormously i f 

we understand and respect t h e i r needs and e f f o r t s , and lead without 

dominating."29 

28 P. Slade, op. c i t . (1954), p. 23. 

29 i b i d , , p. 350. 



- 42 -

Although i t i s c l e a r that Slade*s theory of drama r e s t s on 

the value of play i t may be misleading to characterise h i s 

approach as simply 'drama as play*. That popular conception may 

have lead to the mistaken view that Slade was anti-theatre, that 

he "published h i s views i n 1954 i n Child Drama edited by Brian 

Way, and i n doing so, set the teaching of drama on a new course, 
30 

away from t h e a t r e " . ^ I n f a c t , Slade recognised the importance 

of theatre but saw i t as coming at the end of a developmental 

process through play and drama, 
•*And now, i n a r r i v i n g f i n a l l y at the s c r i p t play 
and the use of the proscenium theatre by the age 
of c i r c a f i f t e e n years, we come at l a s t to actual 
intended and prepared stage presentations. They 
are an important though small part of the whole 
of Drama."31 

And 

" I think performance d e f i n i t e l y has a part to play. 
This i s something that people have misjudged me 
on i n the past ... The theatre, as the grown-up 
understands i t i n a l l i t s wonder, i s a conscious 
a r t form and so we should progress to it."32 

30 K. Robinson, ''Drama, Theatre and S o c i a l Reality*' i n K. Robin
son ( e d . ) . Exploring Theatre and Education (Heinemann, 1980), 
p. 144. Although Robinson himself does not characterise 
Slade*s approach as "drama as play", i t i s f a i r to suggest 
that t h i s popular conception leads to misinterpretation. 
Robinson's t h e s i s , op. c i t . (1981) presents a more detailed 
argument than h i s chapter quoted here and i n f a c t makes the 
point, "Slade himself ... saw a progression towards theatre 
i n the l a t e r years of secondary education", p. 57. 

31 P. Slade, op. c i t . (1954), p. 162. 

32 Interview with P. Slade, "Drama as Statutory Subject?" i n 
Drama i n Education 3; The Annual Survey, op. c i t . (1975), 
pp. 86-87. 
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The point of course i s not to argue that Slade's conception of 

drama does not depend on a close i d e n t i f i c a t i o n of drama and 

play but that to characterise the approach too simply may lead 

to misinterpretation. 

More recent t h e o r i s t s l i k e Heathcote and Bolton tend to 

i n s i s t on preserving a d i s t i n c t i o n between play and drama while 

at the same time basing t h e i r theoretical j u s t i f i c a t i o n for the 

subject on the learning potential i n c h i l d play. The teacher 

who r e l i e s on dramatic play i n drama "encourages, by default, 

the development i n h i s pupils of the habit of wallowing i n 

meaningless playing ..."^^ (my i t a l i c s ) , yet i t i s also claimed 

that play i s important for learning, "play i s not only being. 

I t uses the form of being i n order to explore b e i n g " . T h e 

nature of t h i s apparent contradiction w i l l be explored i n the 

chapter on Learning. 

J u s t as the r e l a t i o n s h i p between drama and play as seen by 

exponents of the subject has implications for how the teaching of 

the subject i s j u s t i f i e d , so also w i l l the relationship between 

drama and theatre. The issue i s one which has figured as an 

important concern of drama exponents from i t s inception. Way, 

for example, was concerned to preserve a d i s t i n c t i o n between the 

two: 

33 G. Bolton, op. c i t . (1979), p. 29. 

34 i b i d . , p. 22. 
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Theatre* i s l a r g e l y concerned with communication 
between actors and an audience; 'drama* i s l a r g e l y 
concerned with experience by the p a r t i c i p a n t s , 
i r r e s p e c t i v e of any function of communication to 
an audience. Generally speaking, i t i s true to say 
that communication to an audience i s beyond the 
c a p a c i t i e s of the majority of children and young 
people, and attempts to coerce or impose communica
tion too soon often lead to a r t i f i c i a l i t y and 
therefore destroy the f u l l values of the intended 
experience."35 

This type of comment, c h a r a c t e r i s t i c of a widespread view, reveals 

the concern with experience i n contrast to performance. There i s 

a tendency more recently to r e l a t e aspects of theatre ( p a r t i c 

u l a r l y theatre form) to drama teaching. 

Another c h a r a c t e r i s t i c of more recent writing on drama has 

been to question the tendency of many exponents i n the past to 

neglect theatre i n the teaching of the subject. The main concl

usion i n an a r t i c l e by Robinson i s that teachers of drama should 

include theatre a c t i v i t i e s (the watching and acting of plays) i n 

t h e i r work as w e l l as the more common expressive drama (the 

improvisation of plays and situations devised by the pupils and 

teacher).'^^ I t w i l l be useful to look at some aspects of t h i s 

a r t i c l e i n d e t a i l because i t neglects to take into account two 

important points: (a) i n making curriculum recommendations of 

t h i s sort considerations other than the conceptual d i s t i n c t i o n 

between drama and theatre need to be taken into account and (b) 

instead of simply discussing the r e l a t i v e merits of drama and 

35 B. Way, op. c i t . (1967), p. 2. 

36 G. Bolton, op. c i t . (1979), Chapter 7. 

37 K. Robinson, op. c i t . (1980), p. 141ff. 
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theatre and t h e i r common functions i t may be important i n making 

curriculum recommendations to discuss concepts of education 

i m p l i c i t i n d i f f e r e n t approaches to both drama and theatre. I n 

other words the drama/theatre d i s t i n c t i o n i n t h i s case may be 

an overs i m p l i f i c a t i o n . 

Robinson couches h i s discussion i n terms of the difference 

between drama and theatre but consider the following l i s t of 

a c t i v i t i e s : 

(a) expressive drama, 

(b) the sharing of work i n c l a s s , 

( c ) the acting of polished improvisations for the r e s t 

of the c l a s s , 

(d) the acting of polished improvisations for an aud

ience, 

(e) the acting of scripted plays without an audience, 

( f ) the watching of plays, 

(g) the acting of scripted plays for an audience, 

(h) the reading and c r i t i c a l a n alysis of plays, 

( i ) p a r t i c i p a t i o n s i n theatre i n education. 

To seme people t h i s l i s t may seem to divide the possible a c t i v i t i e s 

too f i n e l y , others may f e e l that there are some a c t i v i t i e s omitted, 

but the l i s t w i l l serve to i l l u s t r a t e that i n making decisions 

about what to include i n a drama syllabus i t may not be c l e a r 

which of the a c t i v i t i e s (a) to ( i ) i s to count as drama and which 
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as theatre. For example, i s (e) the acting of scripted plays 

without an audience to be viewed as drama or theatre? The pupils 

are engaged i n attempting to understand what Robinson has c a l l e d 

" r e a l i s e d a r t forms" but we would not normally c a l l t h i s a c t i v i t y 

theatre. Expressive drama ( a ) , and the reading and c r i t i c a l 

a n a l y s i s of plays ( h ) , belong more normally i n Drama and English 

lessons r e s p e c t i v e l y . Some of the other a c t i v i t i e s are not so 

e a s i l y placed. I suspect that many teachers would, along with 

( a ) , use ( b ) , ( c ) and (d) which are more theatre orientated 

without including (e) to (h) i n t h e i r lessons. I n f a c t teachers 

might want to d i s t i n g u i s h between the use of texts and the non-

use of texts by basing t h e i r argument on more pragmatic reasoning 

(and one cannot f a i l to recognise that there may be p r a c t i c a l 

reasons which are v a l i d , e.g. pupils are not good readers, there 

are no texts suitable for s p e c i f i c age groups, and so f o r t h ) . The 

a c t i v i t i e s (a) to ( i ) r e l a t e to each other by a system of family 

resemblances and i n deciding what to include i n the syllabus the 

drama teacher w i l l be guided by a th e o r e t i c a l view tempered by 

p r a c t i c a l considerations. 0*Toole, i n h i s review of Exploring 

Theatre and Education, r i g h t l y points out that the whole book 
OQ 

ignores the important area of Theatre i n Education-'", again 

suggesting that the d i s t i n c t i o n between drama and theatre has been 

made too simply. 

38 J . 0*Toole, Review of Exploring Theatre and Education i n 
London Drama (Vol. 6, No. 3, Autumn 1980), p. 8. 
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Throughout the a r t i c l e there are indications that Robinson 

sees c l e a r differences between theatre and drama. When discus

sing the capacity for dramatizing that e x i s t s i n children's play 

and i n everyday s i t u a t i o n s when we take on a r o l e to make a point 

he suggests that, " I t may be a large jump from t h i s easy f a c i l i t y 

to the sophisticated a r t i s t r y of the professional actor" (my 
39 

i t a l i c s ) . Elsewhere i n commenting on the lessons taught at 

Riverside he suggests, "The function of the drama i n a l l of these 

cases was explorative. But i t has other functions and markedly 

so when we consider i t s use i n t h e a t r e " . I n r e f e r r i n g to the 

use by the Schools Council Drama Project of the term 'acting out* 

he says, "We chose to use i t instead of acting because we wanted 

to imply a difference i n function between the a c t i v i t y of children 

or adults i n the classroom or workshop and the a c t i v i t y of the 

actor on the s t a g e " . A n d again, describing the difference 

between theatre and drama he says i t l i e s " i n the sense of conven

tio n and intention of those who are taking part".^^ One whole 

section of the a r t i c l e i s based on the difference between drama 

and theatre based on the influence of the e x i s t i n g s o c i a l r e a l i t y 

of the group. I n the course of the a r t i c l e Robinson i d e n t i f i e s the 

differences between drama and theatre but makes a curriculum 

recommendation for the i n c l u s i o n of theatre a c t i v i t i e s without 

taking those differences into account. 

39 K. Robinson, op. c i t . , p. 151. Robinson's argument i s presented 
i n more d e t a i l i n h i s t h e s i s , op. c i t . (1981). 

40 i b i d . , p. 152. 

41 i b i d . , p. 149. 

42 i b i d . , p. 150. 
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When he comes to i d e n t i f y i n g the common c h a r a c t e r i s t i c s 

between drama and theatre he does so by a l o g i c a l s l e i g h t of hand. 

He introduces a t h i r d category 'dramatizing* which incorporates 

both a c t i v i t i e s and asks us to " s e t aside our d i s t i n c t i o n between 

drama and theatre for the moment and think of the process of 

dramatizing as a whole" Not only does t h i s beg the question 

but i t introduces a serious problem into the argument. By iden

t i f y i n g the r o l e s ( i n i t i a t o r , anuaator and audience) and functions 

( h e u r i s t i c , communicative and receptive) as belonging to the whole 

process of dramatizing we are to include presumably the aspect of 

dramatizing i d e n t i f i e d e a r l i e r by Robinson which i s dramatic play 

and the assumption of r o l e s i n everyday l i f e : 

"One of the most common techniques of everyday conv
ersation i s to s l i p into a r o l e to make a point or 
describe an event or to depict SGme<»ie we know. We 
take on the p e r s o n a l i t i e s of others to bring them to 
l i f e for the l i s t e n e r and to add our own commentary 
on them through the way we represent them«"^^ 

The argument then i n favour of including theatre a c t i v i t i e s can 

a l s o be an argument i n favour of dramatic play, an approach to 

drama which Robinson c r i t i c i s e s at seme length* 

Although there are important i n s i g h t s into the nature of drama 

and theatre i n t h i s a r t i c l e , i n the l a s t a n a l y s i s there i s confusion 

as to whether the author wishes to preserve or erode the d i s t i n c t i o n 

between the two concepts. Because he does not s u f f i c i e n t l y take 

i n t o account that there may be d i f f e r e n t approaches to both drama 

43 K. Robinson, op. c i t . , p. 168. 

44 i b i d . , p. 151. 
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and theatre (many anti-theatre exponents were not anti-theatre 

per se but an t i poor theatre) h i s argvmient i n favour of theatre 

a c t i v i t i e s i s weakened. The drama/theatre d i s t i n c t i o n then rather 

than forming the s t a r t i n g point for a discussion of drama may well 

be informed by a discussion of di f f e r e n t approaches to drama i n 

education. 

When drama i s seen primarily as the study and acting of 

scripted plays i t i s given a content which more r e a d i l y i d e n t i f i e s 

i t as a subject. Whether drama i s to be so described i s another 

question with which a discussion of the concept drama i s l i k e l y 

to be concerned. The 1967 survey describes drama as " l e s s a 

subject than an a c t i v i t y ..."^^ The t i t l e of an a r t i c l e by 

Dorothy Heathcote also r e f l e c t s t h i s concern, "Drama and Education: 

Subject or S y s t e m ? " . I d e n t i f y i n g syllabus content i n drama often 

presents problems for the areas the pupils explore i n t h e i r 

c r e a t i v e work are often not known i n advance. How then i t i s often 

asked are teaching objectives to be specified? Solely i n terms of 

very general aims? I s i t possible to i d e n t i f y drama as a subject 

and give content to the notion of teaching that subject without 

i d e n t i f y i n g the subject content i n terms of learning objectives? 

Such questions, which have a bearing on the concept of drama i t s e l f 

w i l l be considered i n the chapters which follow. 

45 D.E.S. Survey, op. c i t . (1967), p. 90. 

46 D. Heathcote, "Drama and Education: Subject or System?" i n 
N. Dodd and W. Hickson ( e d s . ) , op. c i t . (1971), p. 42. 
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( i i i ) Concepts i n Drama i n Education; Aims, Learning, Meaning, 
Feeling 

An examination of the j u s t i f i c a t i o n of drama w i l l involve 

i n e v i t a b l y looking at the various aims which w r i t e r s have 

expounded for the subject. A philosophical investigation w i l l 

not be content simply to consider and compare stated aims but 

w i l l need to examine c l o s e l y the concept aims and the way i t i s 

used. 

I t i s not uncommon to find the tendency to employ very 

general aims c r i t i c i s e d . S e l f comments, "When asked to define 

aims i n teaching drama, we tend to r e l y on vague statements: 'we 

aim to make people better*, 'we want to develop the whole c h i l d * , 

or 'we aim to develop involvement'".^^ I n making t h i s c r i t i c i s m , 

however. S e l f does not give any c r i t e r i a for determining what i s 

to count as 'general* or 'vague* i n t a l k about aims. When he 

comes to give h i s own l i s t of twenty-nine aims many of them seem 

almost as vague and t i e d very much to personal interpretation, 

including "to give new experiences ... to teach awareness of 

others ... and to develop s e n s i t i v i t y " . He does admit that he 

would be more s p e c i f i c i f he got to know the p a r t i c u l a r c l a s s , yet 

the reader i s given no c r i t e r i a for establishing what i s meant by 

s p e c i f i c aims. 

I t i s true to say that one of the problems with stated aims 

i s that very often these are extremely wide and very general and 

47 D. S e l f , A P r a c t i c a l Guide to Drama i n the Secondary School 
(Ward Lock Educational, 1975), p. 43. 
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could thereby embrace very d i f f e r e n t approaches. To use a p o l i t 

i c a l analogy, i f one s p e c i f i e s that the aims of government are to 

bring s t a b i l i t y to a country and happiness to the people, t h i s i n 

i t s e l f w i l l not be enough to dist i n g u i s h very d i f f e r e n t ideologies. 

Many of the stated aims for drama are as general and uncontro-

v e r s i a l - Another problem with the concept i s that very often a 

stated aim (e.g. to develop independent, c r i t i c a l thinking) i s 

a l l i e d to pra c t i c e s which seem remote fr<Mn achieving i t (highly 

teacher-directed e x e r c i s e s ) . 

Some of the problems with aims i n drama have a r i s e n , no doubt, 

because of the wide use of the concept drama which was discussed 

above. I f the term i s widened so that i t becomes synonymous with 

• l i f e ' or ' l i v i n g ' ("The dramatic play of a c h i l d i s the urge to 

l i v e " ^ ^ ; or "(Drama) i s the Art of L i v i n g " ^ ^ ) , i t i s not surprising 

to f i n d exponents including as aims a wide v a r i e t y of p o s i t i v e 

a t t r i b u t e s thought desirable. Thus: 

"Through dramatic play, a c h i l d gains strength and 
experience; h i s body increases i n expressiveness 
and rhythmic control, h i s mind i n understanding and 
delight i n the world around him. I n a l l h i s imag
inings, he i s l i n k i n g himself with l i f e , and gaining 
an understanding of the problems with which he i s 
surrounded. He i s getting not only practice i n the 
use of h i s body, and of the spoken word, but also the 
knowledge and the i n t e l l e c t u a l stimulus which enables 
him to make sense of the spoken and written words 

48 J . Hennessy, "The Dramatic Play of Young Children" i n G. Boas 
and H. Hayden ( e d s . ) . School Drama: I t s P r a c t i c e and Theory 
(Methuen, 1938), p. 3. 

49 P. Slade, op. c i t . (1954), p. 25. 
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a l i k e , for he i s developing the brain behind the 
tongue."50 

Peter Slade's l i s t i s much longer i d e n t i f y i n g , without d i s t i n g 

uishing, various s k i l l s ("Writing i s developed. Painting i s 

aided"), personal q u a l i t i e s ("Good manners are discovered*'), and 

values which point to the therapeutic value of drama ("Love and 

hate can be worked off by the use of treasures*'). I n the l i g h t 

of such a formidable l i s t i t i s perhaps easy to see why Slade i s 

characterised as "aiming consciously to help the yoimg people 

come to terms with t h e i r own psychological and s o c i a l problems" 

which represents only a narrow aspect of h i s view of drama. 

A sim i l a r point about the rel a t i o n s h i p of the concepts drama 

and aims i s made by Best i n h i s discussion of movement. He 

describes how exponents s l i d e inadvertently from one use of 'move

ment* to another: 

" I have t r i e d to show that i t i s only by using a 
sense so wide that i t includes any and every conc
eivable sort of movement that any p l a u s i b i l i t y may 
be given to the huge claims sometimes made for 
•movement' and 'movement education' - for example 
that every form of expression, indeed l i f e i t s e l f 
depends upon movement."53 

One of the controversies i n drama i s not so much a disagreement 

about aims (they are often so uncontroversial) but a difference i n 

50 J . Hennessy, op. c i t . (1938), p. 15. 

51 P. Slade, op. c i t . (1954), pp. 106-7. 

52 N.J.R. Crompton, op. c i t . (1978). At the s t a r t of h i s Chapter 
10 he gives a summary of di f f e r e n t approaches to drama. 

53 D. Best, Philosophy and Human Movement (Allen and Unwin, 
1978), p. 37. 
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view about whether i t makes sense to t a l k of aims at a l l . 

Crompton, for example, making i n d i r e c t reference to some of the 

most recent w r i t i n g on the subject s t a t e s , "As soon as the aim 

i s to use drama for some educational or other purpose i t i s 

distorted. Drama i s not for making meaning or discovering 

u n i v e r s a l s or bringing achievement to the underachieving. I t 

may happen to do such things but they are accidental by-products 

or simply what has to be involved i n the pursuit of drama anyway. 

Drama i s for drama". 

Crompton can be said to be mixing up e x t r i n s i c aims, what 

drama i s employed for (improving speech, bringing achievement to 

the underachieving) with what are attempts to say what drama i s , 

i . e . what i s involved i n the process of drama (making meanings, 

discovering u n i v e r s a l s ) . I t i s also questionable whether a s t a t e 

ment of the kind "Drama i s for drama", has much si g n i f i c a n c e . 

Perhaps the intention i s to argue that any attempt consciously to 

pursue educational goals detracts from drama as an a r t form, 

although the point i s not stated i n that way. The discussion of 

aims i n t h i s case w i l l be r e l a t e d to drama as an a r t and i n turn 

to the general f i e l d of aesthetics which w i l l be considered l a t e r . 

The concept of aims, of course, i s of general importance i n 

education and the study of the way i n which exponents of drama 

use the concept w i l l draw on philosophy of education. This w i l l 

not only inform the discussion but w i l l set the problems and 

54 N.J.R. Crompton, op. c i t . (1978), p. 426. 
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uncert a i n t i e s about the s p e c i f i c a t i o n of aims for drama against 

a more general background of educational thinking. I n the 1960s 

when drama was viewed more as a process of furthering the devel

opment of the p a r t i c i p a n t s , i t was more common to view aims as 

being more or l e s s the same as an account of the value of the 

process. As there has been more s t r e s s on the r o l e of the teacher 

i n recent years, there has been more use of the narrower term 

objectives i n the teaching of drama. I n discussing Aims i t w i l l 

be important to consider r e l a t e d terms l i k e value, functions 

and objectives. They are a l l terms which carry the overt j u s t i f 

i c a t i o n for the subject. 

The emphasis on the r o l e of the teacher corresponds with an 

increasing tendency among exponents of educational drama to s t r e s s 

learning as i t s major objective. This tendency i s revealed i n the 

t i t l e s of two f a i r l y recent publications, Wagner's Dorothy Heath-

cote: Drama as a Learning Medium^^ and the Schools Council Report, 

Learning Through Drama.5^ As with aims, the concept learning i s 

not straightforward. One problem i s that there i s a usage of 

learning which embraces the widest notion of human development. 

Bruner comments that *'Learning i s so deeply ingrained i n man that 

i t i s almost involuntary, and thoughtful students of human behaviour 

have even speculated that our s p e c i a l i s a t i o n as a species i s a 

s p e c i a l i s a t i o n for learning", and he goes on to r e f e r to the idea 

55 B.J. Wagner, op. c i t . (1976). 

56 L. McGregor et a l . , op. c i t . (1977). 



- 55 -

of education as a "himian invention that takes a learner beyond 

'mere' l e a r n i n g " . I n one sense of learning then, i t i s possible 

to describe the most basic human att r i b u t e s as having been l e a r n t 

and i f drama f a c i l i t a t e s the a c q u i s i t i o n of these a t t r i b u t e s i n 

any way i t i s not wrong (although i t may not be very helpful) to 

say that learning has taken place. Thus with t h i s conception of 

learning, the approaches to drama i n , for example. Development 

Through Drama^^ and Learning Through Drama^^ (chosen here for 

comparison because of the obvious change of emphasis i n the 

t i t l e s ) might both be described as f u l f i l l i n g learning objectives. 

Perhaps what i s needed then i s a more p r e c i s e l y demarcated 

concept of learning akin to Vesey's often quoted d e f i n i t i o n that 

learning i s said to have taken place i f "someone has acquired, 

otherwise than simply by maturation, an a b i l i t y to respond to a 

s i t u a t i o n i n a new way".^^ Unfortunately, resolution of the 

problem i s not that easy: most de f i n i t i o n s of learning s t i l l leave 

room for a wide v a r i e t y of interpretations. Close scrutiny of 

some e a r l i e r exponents shows that 'learning* was applied to drama 

i n d i f f e r e n t ways. "Over the course of time children w i l l learn 

about contrast, climax, tension, dramatic irony, 'plugging' neces

sary information and other techniques of the playwright, as w e l l as 

57 J . Bruner, Towards a Theory of I n s t r u c t i o n (Harvard Un i v e r s i t y 
Press, 1971), p. 113. 

58 B. Way, op. c i t . (1967). 

59 L. McGregor et a l . , op. c i t . (1977). 

60 G. Vesey, "Conditioning and Learning" i n R.S. Peters ( e d . ) , 
op. c i t . (1967), p. 61. 
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some techniques of the actor and producer'* (Alington)^^ and 

Slade, *'Here the Child's Drama i s most e s s e n t i a l because i t i s 

the c h i e f medium for out-flow and i t provides the actual proof 

t r i a l s of experiences. What i s learnt i s t r i e d out. I t i s not 

far from the truth to say that without frequent opportunities 

for Creative Play what i s learnt i s never proved since i t i s 

never p h y s i c a l l y and emotionally experienced".^^ Alington i s 

r e f e r r i n g to the learning of s k i l l s which belong to the medium 

of drama; Slade i s using the term i n the sense that drama 

consolidates what has previously been learned. I t i s generally 

accepted, however, that the characterisation of 'drama as learning' 

i d e n t i f i e s a more recent change i n the j u s t i f i c a t i o n for the 

subject. 

The Schools Council Report does acknowledge that there may 

be d i f f e r e n t kinds of learning that can be achieved through drama 

and i n the course of t h e i r summary the actual term learning i s 

used i n the following ways, "learning to organize ideas into 

patterns ... learn to use the process ... learn the value of 

persevering with an a c t i v i t y u n t i l i t i s complete ... learn to 

co-operate and co-ordinate with other people to produce as e f f e c t i v e 

an end-product as possible".^-^ There i s a s i g n i f i c a n t overlap with 

the e a r l i e r exponents i n the use of 'learning' by the Schools 

Council. I t appears also that the authors of the report have 

61 A.F. Alington, op. c i t . (1961), p. 39. 

62 P. Slade, op. c i t . (1954), p. 54. 

63 L. McGregor et a l . , op. c i t . (1977), p. 51. 
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extended t h e i r conception of learning to include a wide v a r i e t y of 

approaches to the subject, including the idea of natural develop

ment, "Some teachers f e e l that development occurs n a t u r a l l y as a 

r e s u l t of the children's having the opportunity to explore topics 

and i s s u e s of i n t e r e s t to them and chosen by them".^^ Although 

the authors express a c e r t a i n unease about t h i s type of drama, 

("The quality of exploration i s l i k e l y to be s u p e r f i c i a l unless 

the teacher i n j e c t s an event i n t o the acting-out that challenges 

them"65), 

they do include i t i n t h e i r account. I t i s not c l e a r 

from the report whether the i d e n t i f i c a t i o n of learning as an 

objective i s o l a t e s p a r t i c u l a r approaches to the subject or whether 

i t supplies the j u s t i f i c a t i o n for a l l approaches. I t w i l l be part 

of t h i s study to look more c l o s e l y at that question. 

I t i s c l e a r that Bolton i n Towards a Theory of Drama i n 

Education i s more concerned to distinguish learning as pertaining 

to what he c a l l s type D drama "for understanding" as opposed to 

other forms he i d e n t i f i e s . T h e r e l a t i o n s h i p of those other forms 

of drama to type D drama i s developed i n the exposition of a 

detailed theory. He also argues that s t r e s s on learning does not 

detract from drama as an a r t form i n contrast to the views held by 

other w r i t e r s on the subject. On the other hand, two d i s t i n c t 

approaches to the subject are sometimes i d e n t i f i e d by others: "The 

64 L. McGregor et a l . , op. c i t . (1977), p. 26. 

65 i b i d . , p. 27. 

66 G. Bolton, op. c i t . (1979). 
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f i r s t , which I c a l l 'learning through drama', emphasises the 

exploration of i s s u e s and people through drama ... The second 

kind of drama envisages drama as an a r t form i n i t s own r i g h t " . 

I t w i l l be important to consider the d i s t i n c t i o n between drama 

as a r t and drama as learning. 

I n spite of the t i t l e . Drama as a Learning Medium, the term 

learning i s not used i n Wagner's book as frequently as one might 

e x p e c t . W h e n writing about Heathcote's j u s t i f i c a t i o n for 

drama she tends to use d i f f e r e n t terms, "She uses drama to expand 

t h e i r awareness^^ ... to help children understand human experience 

from the inside out^^ ... drama i s a means of using our experience 

to understand the experience of other p e o p l e " . H a s Wagner found 

language which more accurately r e f l e c t s the purpose drama i s 

serving? A l t e r n a t i v e l y i t might be thought that such terms are 

used simply for v a r i e t y , pointing to an underlying concept of 

learning. I n the chapter, "The L e f t Hand of Knowing", i n which 

she describes the type of knowledge with which Heathcote i s 
72 

concerned (drawing from terms coined by Bruner and Ornstein ) , 

67 L. McGregor, op. c i t . (1976), p. 2. 

68 B.J. Wagner, op. c i t . (1976). 

69 i b i d . , p. 15. 

70 i b i d . , p. 33. 

71 i b i d . , p. 58. 

72 For a more detail e d account, including the o r i g i n s of the idea 
see B.J. Wagner, "Educational Drama and the Brain's Right" i n 
R.B. Shuman ( e d . ) . Educational Drama for Today's Schools (New 
Jersey and London: Scarecrow Press, 1978). 
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there i s c l e a r i n dication that 'knowing* and 'learning* are being 

used i n a p a r t i c u l a r way, "The f i c t i o n of academic o r d e r l i n e s s , 

the notion that information should be presented i n only an i s o l 

ated, l i n e a r , right-hand way i s something Heathcote s o l i d l y 

r e j e c t s ... nothing i s untrue i f people have at some time believed 

i t " . 7 3 

Without wishing to preempt the major study of learning, i t 

seems c l e a r even from t h i s cursory glance that there are d i f f e r e n t 

emphases i n the use of 'learning* both among the major publica

tions and within the work of p a r t i c u l a r exponents. Nevertheless, 

as stated e a r l i e r , i t i s generally agreed that *drama for learning' 

as a maxim does represent a s i g n i f i c a n t change i n the j u s t i f i c a t i o n 

for the subject. I t seems important then to examine and compare 

the nature of the j u s t i f i c a t i o n offered by exponents. I t w i l l 

a lso be important, given the wide use of the concept, to see i n 

what ways 'learning* can be applied to approaches advocated by 

e a r l i e r exponents. As with the discussion of aims, i n looking at 

the concept i t w i l l be useful to draw on analyses and uses of 

'learning' i n the wider context of educational discussion and to 

compare i t to concepts l i k e understanding, development and condit

ioning, nor i n order to form a precise demarcation, but to set the 

use of the concept learning i n drama against a wider background of 

educational thinking and to examine what concept of education i s 

i m p l i c i t i n the various uses of 'learning'. 

73 B.J. Wagner, op. c i t . (1976), pp. 166 and 169. 
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L i k e learning, the concept meaning occurs frequently i n the 

more recent w r i t i n g on educational drama. The concept i t s e l f i s 

not normally s c r u t i n i s e d by drama exponents; there i s the i m p l i c i t 

assumption that what i s meant by 'meaning* w i l l be understood. 

Questions about meaning are a central concern of philosophy and 

are d i f f i c u l t . As Wittgenstein has stated, questions l i k e "what 

i s meaning?" are l i k e l y to produce i n us a mental c r a m p . Y e t , 

while exponents of drama use the term meaning with the assumption 

that i t does not need a n a l y s i s , the language i n which t h e i r 

discussions are couched i s i n danger of being misleading, confusing 

or uninformative. 

The Schools Council Report defines acting-out as "the explor

ation and representation of meaning using the medium of the whole 

p e r s o n " . H e r e meaning i s referred to as i f i t i s a disembodied 

en t i t y which e x i s t s i n some state to be considered and explored. 

But how can t a l k of meaning i n that way, devoid of context, make 

sense? Does i t r e f e r to the meaning of the words uttered by the 

pa r t i c i p a n t s i n the drama? I n which case, are they explored before, 

a f t e r or during t h e i r utterance? Does i t r e f e r to the meaning of 

the whole drama? I n which case, how can exploration take place 

prior to the completion of the drama? P a r t i c i p a n t s i n a drama 

can explore the meaning of each other's words, the words on a tex t , 

the words of the teacher, concepts, s i t u a t i o n s , actions ... but i t 

m L. Wittgenstein, The Blue and Brown Books ( B a s i l Blackwell, 
1958), p. 1. 

75 L. McGregor et a l . , op. c i t . (1977), p. 16. 
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i s d i f f i c u l t to see to what an exploration of meaning, devoid of 

context, r e f e r s . Of course, philosophers t a l k about meaning i n 

the sense that they question how language can be s a i d to have 

meaning but t h i s i s obviously not what the authors of the report 

have i n mind. 

Elsewhere the report uses language which also seems to imply 

that there i s an e n t i t y , meaning, which can be explored, unearthed, 

represented, looked for. The teacher needs to ask how the c h i l d ' s 

own involvement i n the a r t s can be enriched through the experience 

of others' work, through "an understanding and appreciation of the 

problems of meaning they are struggling to e x p r e s s " . C h i l d r e n 

can express thoughts, f e e l i n g s , ideas, desires ... but how can they 

express 'problems of meaning'? When they are expressed do they 

s t i l l remain problems? I f further evidence i s needed of the curious 

nature of t h i s type of language, imagine a group of pupils improv

i s i n g a family scene. I t would be odd i f i n answer to the question, 

'What are you doing?' they r e p l i e d , 'We are busy exploring the 

problems of meaning'. I t might be argued that the pupils themselves 

are not l i k e l y to give that reply because i t i s a sophisticated 

conception. But i t i s hard to imagine a teacher or observer 

commenting that the pupils had a marvellous lesson 'exploring the 

problems of meaning'. I f commentators are going to mention problems 

at a l l they are l i k e l y to couch t h e i r description i n the terms of 

the context: 'They are exploring the problems of family l i f e , of 

76 L. McGregor et a l . , op. c i t . (1977), p. 22. 
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adolescence, of the inter-group r e l a t i o n s ...*. The context here, 

of course, includes both the make-believe and the actual r e l a t i o n 

ships of the group. 

Some philosophers have c r i t i c i s e d the notion of 'subjective 

m e a n i n g * a s being incoherent yet the concept i s c e n t r a l to 

Bolton*s theory of drama i n education. He speaks of the d i s t i n c 

t i o n between play and drama being centred on "the qu a l i t y of the 
78 

subjective meaning within the activity*' , and i n terms of the 
play of the c h i l d he speaks of the a c t i v i t y of the c h i l d as having 

79 

"an i n t e r n a l aspect which controls the meaning of the behaviour".'^ 

I s Bolton g u i l t y here of seeing meaning as corresponding to some 

inner mental idea or picture? I s there any philosophical j u s t i f 

i c a t i o n for making a connection between meaning and *an i n t e r n a l 

aspect* i n t h i s way? And to what does * i n t e r n a l aspect* r e f e r ? 

Such questions need a n a l y s i s . 

Another problem with the notion of meaning occurs i n an 

a r t i c l e i n Exploring Theatre i n Education which was discussed i n 

some d e t a i l i n the l a s t s e c t i o n . R o b i n s o n argues that teachers 

of drama should include theatre a c t i v i t i e s (the watching and acting 

of plays) i n t h e i r work as well as expressive drama. What i s 

in t e r e s t i n g about h i s a r t i c l e for the purposes of t h i s discussion 

77 See, for example, David Best, op. c i t . (1978). 

78 G. Bolton, op. c i t . (1979), p. 33. 

79 i b i d . , p. 24. 

80 K. Robinson (ed . ) , op. c i t . (1980). 
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i s the way he invokes the idea of subjective meaning to further 

h i s argument. He gives a model for our perception of the world 

which i s drawn from Polanyi and K e l l y ^ ^ which b a s i c a l l y says 

that instead of being passive receptacles receiving sense 

impressions of the world and of events, individuals are active 

i n the process of perception; meaning i s not fixed and objective 

but depends on a subjective creation of meaning. One might 

expect, therefore, that i f as Robinson states t h i s i s the "common 

way i n which we t r y to make sense of everyday events and r e l a t i o n 

ships"®^ then every process of perception and a r t i c u l a t i o n can be 

so described and analysed. When, however, Robinson c r i t i c i s e s 

self-expression drama i t seems that the pupils are now merely 

"giving out energy", engaged i n "uncontrolled expressive behaviour 
go 

as a reaction to a stimulus". Again, the purpose i s not to 

question the general conclusion of the whole argument or to question 

the need to d i s t i n g u i s h approaches to drama but to question whether 

observations about meaning, i f based on a general view of meaning, 

can be s e l e c t i v e l y applied to one type of drama. 

I n discussing meaning i n t h i s study, then, i t seems important 

to see how the questions of meaning can be applied to various 

approaches to drama. I f statements about meaning are offered as 

81 He quotes M. Polanyi, Personal Knowledge (Routledge and Kegan 
Paul, 1958) and G. K e l l y , Theory of Personality (Norton and 
Co., 1963). 

82 K. Robinson (ed.), op. c i t . (1980), p. 162. 

83 i b i d . , pp. 155 and 157. 
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j u s t i f i c a t i o n s for the teaching of drama, i t seems important to 

assess whether those statements supply a c r i t e r i a for d i s t i n 

guishing d i f f e r e n t approaches to drama. Various problems were 

i d e n t i f i e d associated with the use of the term meaning. I t w i l l 

be important to i d e n t i f y and discuss the philosophical assumptions 

which underlie those statements. 

Although s p e c i f i c reference to meaning i s c h a r a c t e r i s t i c 

of more recent work on the subject, emotion figures as an impor

tant ingredient i n the approach taken by most exponents of 

educational drama. At times the importance of the drama seems to 

be i n serving some c a t h a r t i c function i n terms of a relea s e of 

emotion. Slade comments on the process of "blowing off steam" 

and Way speaks of drama providing "an outlet for more primitive 

or unpleasant e m o t i o n s " a l t h o u g h neither author saw a c a t h a r t i c 

function ( i n the popular sense of the term) as being the sole 

importance of drama with respect to emotion. Slade speaks of the 

c h i l d gaining emotional as w e l l as physical control, and Way saw 

drama as giving the chance " f o r experiencing the nobler and f i n e r 

emotions". 

Another d i f f e r e n t form of emphasis i s i n seeing motion i n 

terms of general animation and excitement which should be part of 

the c h i l d ' s learning. This idea seems to have guided Caldwell 

Cook's approach who thought that education should be f i l l e d with 

84 P. Slade, op. c i t . (1954), p. 106. 

85 B, Way, op. c i t . (1967), p. 219. 

86 i b i d . , p. 219. 
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87 "freshness, z e a l , happiness, enthusiasm". Much l a t e r Haggerty 
was to comment that "No c h i l d could be expected to have h i s 
lessons play a meaningful part i n the shaping of h i s l i f e unless 
he were (as) emotionally excited about them ...".^^ 

Along with these two views of the importance of emotion i n 

drama, the providing of c a t h a r t i c release and the necessity for 

a general enthusiasm or excitement to animate the learning, was 

an increasing concern about the quality of the emotional experience 

attached to the process of acting or a l l i e d a c t i v i t i e s l i k e mime. 

Alington speaks of the outward action being "the sign of an 

inward sincere emotion or f e e l i n g , genuinely imagined or exper

ienced".®^ Pemberton B i l l i n g and Clegg claim that " t h i s use of 

the c r e a t i v e a r t makes us examine what we are thinking and 

f e e l i n g " . H e a t h c o t e i s described as looking for " q u a l i t y of 

experience to plummet deep into feel i n g and meaning". 

What i s i n t e r e s t i n g about the above quotations i s that they 

obscure what are s i g n i f i c a n t differences i n the q u a l i t y of the 

experience which are revealed i n examples of p r a c t i c e : t h i s has 

been a major problem about the question of f e e l i n g i n drama. 

Alington describes a lesson i n which the c l a s s are doing a play 

about looking for hidden treasure. The teacher c r i t i c i s e s the 

87 C. Cook, op. c i t . (1917), p. 366. 

88 J . Haggerty, Please Miss, Can I Play God? (Methuen, 1966), 
p. 9. 

89 A.F. Alington, op. c i t . (1961), p. 17. 

90 R.N. Pemberton B i l l i n g and J.D. Clegg, op. c i t . (1965), p. 17. 

91 B.J. Wagner, op. c i t . (1976), p. 13. 
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acting: " I t wasn't c l e a r to me that they were looking for hidden 

treasure. They j u s t came i n and started hunting around. Was i t 

c l e a r to you? ... How could they have made i t c l e a r to us that 

they were looking for hidden treasure? ... They didn't seem very 

excited when they*d dug the treasure up, and nothing much seemed 

to happen afterwards ..."^2 

Wagner gives the following description of a lesson by 

Heathcote. The seamen on a ship have j u s t discovered who has 

k i l l e d t h e i r captain: 

"They look. There i s a long pause. *So that*s who 
did i t ! * 
*No wonder she said she didn't want to k i l l any more.' 
'She's the one - • 
•She never said anything during the conversations 
about - • 
•Get r i d of her! • 
*Throw her i n the sea!* They•re shouting now. 
• K i l l i n g her won*t do any good, * cause that makes us 
a l l murderers, * cause we w i l l have k i l l e d somebody.* 
•Why did you do i t ? ^ 
•Yeah, why?^ 
Then comes the murderer•s voice - quiet, steady, 
thoughtful; 
'He never had a dream. He told me he never had a 
dream.' Those charts - they led to nowhere. He never 
had a dream.'"93 

I n the Heathcote example the pupils are not being asked to demon

st r a t e a f e e l i n g whereas i n the other the pupils are i n v i t e d to 

'seem very excited'. There i s a c l e a r difference which can be 

92 A.F. Alington, op. c i t . (1961), p. 44. 

93 B.J. Wagner, op. c i t . (1976), p. 32. 
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r e l a t e d to Bolton's observation, " I n many schools we have trained 

children to 'switch on' i m i t a t i v e emotional display, so that they 

give a demonstration of anger and h o s t i l i t y i n a way that has 

l i t t l e to do with r e a l f e e l i n g " . 

The concern then to avoid a s u p e r f i c i a l imitation of f e e l i n g 

i n drama, although i t i s often easy to understand what i s meant 

i n terms of p r a c t i c a l examples, has at times lead exponents to 

odd paradoxes i n the way they use language to describe the drama. 

Thus Male claims i n drama "there i s no sense of ' p r e t e n d i n g " , 

yet surely a l l of drama must i n a sense be pretending. C l e a r l y 

the emphasis he wants i s that there i s no sense of pretending but 

the language i s confusing. Pemberton B i l l i n g and Clegg claim that 

drama must involve "being" not "appearing to be for the sake of 

s h o w i n g " . A g a i n teachers of drama may recognise the d i s t i n c t i o n 

they are trying to make but i t i s odd to deny that a l l cases of 

drama must involve "appearing to be". 

Davis, i n an a r t i c l e e n t i t l e d "What i s Depth i n Educational 

Drama?", speaks of p a r t i c i p a n t s experiencing 'appropriate' and 

' r e a l ' e m o t i o n s . T h e use of 'appropriate' and ' r e a l ' goes i n 

the face of normal t a l k and experience of emotions. Emotion i s a 

personal, unique response to a s i t u a t i o n and i s not 'right' or 

94 G. Bolton, "Theatre Form i n Drama Teaching" i n K. Robinson 
(ed. ) , op. c i t . (1980), p.81. 

95 D. Male, op. c i t . (1973), p. 12. 

96 R.N. Pemberton B i l l i n g and J.D. Clegg, op. c i t . (1965), p. 40. 

97 D. Davis, "What i s Depth i n Educational Drama?" i n Young 
Drama (October 1976, Vol. 4, No. 3 ) . 
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'wrong', i t j u s t happens. There i s a sense i n which we might 

describe the physical manifestations of the emotion (someone 

gets a f i t of laughing at a funeral) as c u l t u r a l l y inappropriate, 

meaning i t i s unexpected or not very normal, but not inapprop

r i a t e i n the sense that i t i s not the correct emotion, which 

i s what i s implied here. Yet when Davis describes what he 

means by inappropriate i n p r a c t i c a l terms, "when children choose 

to do a play about p i r a t e s and rush around the studio boarding 

ships, sword-fighting, escaping from sharks, etc.", i t i s c l e a r 

what he m e a n s . H e speaks of ' r e a l ' emotions; t a l k of r e a l 

emotions must allow t a l k of unreal emotions. But what i s an 

unreal emotion? I f i t e x i s t s and i s f e l t surely i t must be r e a l ? 

Or i s 'unreal* here r e f e r r i n g to some sense of inauthentic 

emotion? Although i t i s cl e a r from Davis* examples that there 

i s a v a r i a t i o n i n the qua l i t y of dramatic experience with which 

the teacher must be concerned, i t could w e l l be argued that i t 

i s odd to claim as he does that participants must experience r e a l 

emotions of humiliation, jealousy, lo n e l i n e s s , desire, fear. I t 

i s becoming apparent that a d i s t i n c t i o n needs to be made between 

emotion i n normal everyday l i f e and emotion i n drama. 

Faced with the d i f f i c u l t y of on the one hand, sensing the 

importance of distinguishing the qua l i t y of drama by reference 

to the fee l i n g of the p a r t i c i p a n t s , and on the other hand, not 

98 D. Davis, op. c i t . , p. 89. 
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finding the appropriate language to do so, exponents have turned 

to the f i e l d of aest h e t i c s and i n p a r t i c u l a r the work of Langer 

and Witkin.^^ Thus a d i s t i n c t i o n tends to be drawn between 'raw 

emotion' and the fee l i n g which belongs to the a r t s . Symbolism 

has become a v i t a l concept i n understanding the nature of meaning 

and f e e l i n g i n drama as an a r t s process, " I t s value l i e s i n that 

i t gives children opportunities to explore, i n t e r p r e t , express 

and communicate feelings and ideas by representing them i n a 

v a r i e t y of symbolic forms".-"-^^ 

Although exponents have generally recognised the importance 

of aesthetic questions to drama i n education, there have been few 

attempts to r e l a t e the two f i e l d s i n a thorough, systematic way. 

One of the few examples i s Bolton's "Psychical Distance i n 

Acting"-^^^ which i s a th e o r e t i c a l underpinning to the sort of 

idea expressed i n the notion of "learning to distance oneself 

from the emotion of the moment without denying the f u l l n e s s of 

the f e e l i n g " . 

When, however, the Schools Council Report discusses symbol-

i z a t i o n there seems to be a need for a more detailed exploration 

of the concept i n the context of the theories which the report 

i t s e l f draws on. Often symbol i s used as i f the rel a t i o n s h i p 

between the symbol and that which i s symbolised i s c l e a r , "The 

99 S.K. Langer, Feeling and Form (Routledge and Kegan Paul, 1953) 
and Philosophy i n a New Key (Harvard University Press, 1942). 
R.W. Witkin, The I n t e l l i g e n c e of Feeling (Heinemann, 1974). 

100 L . McGregor et a l . , op. c i t . (1977), p. 206. 
101 G. Bolton, "Psychical Distance i n Acting" i n The B r i t i s h 

Journal of Aesthetics (17, No. 1, Winter 1977TI 

102 B.J. Wagner, op. c i t . (1976), p. 78. 
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s i t u a t i o n was selected, as any range of others might have been, 

because i t functioned as a symbol of the c o n f l i c t i n which the 

group were interested. I t represented the paradox of p r i v i l e g e 

and deprivation".^^^ Although reference i s made to Langer, t h i s 

i s not the way she uses what she c a l l s presentational symbolism. 

I n f a c t , Reid c r i t i c i s e s Langer*s use of * symbol* (not her 

theory) because * symbol* has a use which i s established and not 

applicable to a e s t h e t i c s . What a symbol normally means i s always 

conceptually distinguishable from the symbol i t s e l f but t h i s i s 

not the case with an aesthetic symbol: "The perceptuum does not 

'symbolise' or 'mean' something else which i s a e s t h e t i c a l l y and 

i n aesthetic experience d i s t i n c t from i t s e l f : aesthetic meaning 

i s embodied". 

Although thinking about the nature of f e e l i n g i n drama has 

become increasingly sophisticated, there are s t i l l problems with 

t h i s and re l a t e d concepts. I t w i l l be the purpose of t h i s study 

to look at the concept i n d e t a i l , p a r t i c u l a r l y i n the context of 

aesthetic theory and indicate ways that aesthetic theory can be 

r e l a t e d to the development of thinking i n educational drama. 

Before embarking on the four concepts, a b r i e f summary may 

be useful at t h i s point. The f a c t that t h i s study i s an inv e s t 

igation means that i t w i l l not be an attempt to e s t a b l i s h a major 

t h e o r e t i c a l basis for the subject but w i l l rather constitute a 

103 L. McGregor et a l . , op. c i t . (1977), p. 13. 

104 L.A. Reid, Meaning i n the Arts ( A l l e n and Unwin, 1969), p. 198. 
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c r i t i c a l examination of the e x i s t i n g f i e l d . Various methods of 

conducting such an investigation were rejec t e d . C r i t i c i s m of a 

narrow l i n g u i s t i c approach to the philosophy of education lead to 

a r e j e c t i o n of an approach which would seek to analyse concepts 

l i k e teaching, learning, education and then apply those analyses 

to drama. Any discussion of such concepts should take place 

within the context of the subject. Thus i t was argued that there 

i s an important r o l e for philosophy i n application to the teaching 

of subjects, not j u s t to the philosophy of the p a r t i c u l a r subject 

matter. Another method of conducting t h i s investigation would be 

to proceed i n terms of various approaches to drama (e.g. 'drama 

as play', 'drama as improvisation', 'drama as the a t r e ' ) . I t was 

suggested, however, that such a procedure makes too many assumptions 

which an investigation of t h i s kind should question. To conduct 

the investigation i n terms of the writings of separate drama 

exponents would not give an adequate structure for comparison or 

for considering the philosophical problems i n a u n i f i e d way. 

Instead, four concepts were established which w i l l provide the 

framework for the investigation and which w i l l primarily be con

cerned with the question of the j u s t i f i c a t i o n of drama. Such an 

approach w i l l allow the study to draw widely on various relevant 

branches of philosophy and w i l l form a c l e a r e r perspective by 

comparison on what exponents have written on the subject. 
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CHAPTER THREE 

AIMS 

( i ) Introduction 

The contrast between the t r a d i t i o n a l view of philosophy of 

education and the a n a l y t i c approach which was described i n 

Chapter One i s c l e a r l y brought out i n the d i f f e r e n t opinions as 

to how best philosq>hy can contribute to a discussion of aims 

i n education* The view e x i s t s that philosophy of education should 

not be concerned with offering normative proposals about idiat the 

aims of education should be» which i s the t r a d i t i o n a l view of the 

relevance of philosophy, but should be confined to c l a r i f i c a t i o n 

of the concept aims* Langford makes t h i s contrast when he r e f e r s 

to the t r a d i t i o n a l concerns of philosophers who applied themselves 

to thinking about education and continues* 

"Fhilosc^hers are nowadays i n c l i n e d to be more modest 
i n t h e i r claims, and I intend to offer no detail e d 
proposals as to what the aims of education should be.*'^ 

S o l t i s summarises the type of question which i n contrast to the 

t r a d i t i o n a l view has engaged philosophers of education, 

"As we turn now to discuss the topic of aims of educa
t i o n , we w i l l not ask what i s the aim of education or 
which aims of education are more apprc^riate than 
others, or even what aims are ultimately of value* 
Rather, we w i l l look more c l o s e l y at the notion of 

1 G. Langford, Philosophy and Education (Macmillan, 1968), 
p* 46. 
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aim i t s e l f and follow Peters' lead i n asking the 
p r i o r question, 'Must an Educator Have an Aim?'"2 

C r i t i c i s m of t h i s view of the philosopher's r o l e has been 

discussed i n Chapter One. There i s an increasing tendency for 

philosophy of education to attend d i r e c t l y to normative questions. 

Meynell, for example, while acknowledging the relevance of Peters' 

comments on the concept aims continues, 

"But the c r u c i a l question i s , on what p r i n c i p l e or 
p r i n c i p l e s one i s to distinguish those aims which 
are proper from those aims which are not."3 

This chapter then w i l l draw on what has been written on aims 

i n education as w e l l as on the concept aims. Section one w i l l 

consider 'aims' i n r e l a t i o n to an approach to the subject which 

might be described as 'growth' drama. Here a p a r t i c u l a r perspec

t i v e on 'growth' drama w i l l be recommended i n the l i g h t of d i f f i c 

u l t i e s associated with concepts l i k e growth and development and 

which w i l l be based on recognising a d i s t i n c t i o n between the aims 

and the value of drama. Section two w i l l consider the tendency 

to concentrate on the functions rather than the aims of drama as 

exemplified by the report of the Schools Council. I t w i l l be 

argued that the emphasis on functions obscures the importance of 

teacher aims. Section three w i l l consider another objection to the 

notion of aims i n drama which comes from some w r i t e r s who consider 

2 J.F. S o l t i s , An Introduction to the Analysis of Educational 
Concepts (Addison-Wesley,1968) p. 15. 

3 H. Meynell, "On the Aims of Education", Journal of the 
Philosophy of Education (Vol. 10, 1976) p. 80. 
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that to see drama as having s p e c i f i c aims of one s o r t or another 

i s to detract from the notice of drama as a r t * A discussion of 

the importance and relevauice of aims i n drama w i l l be followed 

by a discussion of objectives, i n p a r t i c u l a r the complexity of 

the r e l a t i o n s h i p between means and ends and the problems r a i s e d 

by the tendency to look for measurable, behavioural objectives* 

( i i ) Aims and 'Growth' Drama 

There i s general agreement that the development of drama 

i n schools t h i s century emerged from educational theories which 

focused a new emphasis on the central importance of the c h i l d 

rather than subject matter and which embodied the b e l i e f that 

education should be i n accord with natural development* Courtney 

has suggested that the development of drama, "was due to evolu

tionary theories which indicated that growth was natural, and 

that each stage of growth had to be completed before the next 

could be begun" I n h i s d e t a i l e d survey of the emergence of 

drama i n the f i r s t f o r t y years of t h i s centtiry. Cox describes the 

f e r t i l e climate provided for the emergence of drama i n education 

by the "new educationists".^ One of these. Holmes, published h i s 

major work i n 1911 and wrote of how teaching i n the majority of 

schools was taking place (along) "the path of mechanical obedience^' 

A R. Courtney, Play, Drama and Thought ( C a s s e l l , 1968) p. A2. 

5 T* Cox, *The Development of Drama i n Education 1902-1944' 
(M*Ed. t h e s i s , Durham, 1970). 
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as opposed to what might be, "the path of sel f - r e a l i s a t i o n " . ^ He 

was greatly influenced i n the development of his ideas for the 

fulfilment of the l a t t e r goals by the work of Harriet Findlay 

Johnson who was one of the earliest exponents of the use of drama 

i n schools t h i s century, incorporating i t as a method in t o her 

progressive teaching.^ The opening sentence of Holmes' book, 

"The function of education i s to further growth", announces 

clearly the significant emphasis i n the new approach which prov

ided the r i g h t climate for the emergence of drama.^ 

The aims of education i n what might loosely be called 
•progressivism' or 'the child-centred approach* are described by 
White, "(education) aims at the pupils* *self-realisation* or 
'growth* or the ' f u l l e s t development of his potentialities'",9 
and i s contrasted by him with the view "that education should be 
centrally concerned with fostering the pupil*s r a t i o n a l i t y or 
knowledge or i n t e l l e c t , not primarily for the sake of any extrinsic 
purpose but for i t s own sake**.^^ Current approaches to drama tend 
to stress the notions of *drama for learning* or 'drama for under
standing* and i t would be tempting to make a simple division 

6 E. Holmes, What Is and What Might Be (Constable, 1911). 

7 H. Findlay-Johnson, The Dramatic Method of Teaching (London, 
1911). 

8 E. Holmes, op. c i t . (1911), p. 3. 

9 J.P. White, *The Aims of Education: three legacies of the 
B r i t i s h i d e a l i s t s ' . Journal of Philosophy of Education (Vol. 
12, 1978), p. 5. 

10 i b i d . , p. 5. 
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between 'growth' drama and 'drama for learning'. However, i t i s 

d i f f i c u l t to i d e n t i f y d i f f e r e n t approaches to drama underlying a 

statement of aims by simply contrasting the idea of development 

or growth with learning or fostering r a t i o n a l i t y . 

Fart of the problem has to do with d i f f i c u l t i e s associated 

with concepts l i k e growth and development. Courtney, talking 

specifically about arts education, draws attention to four methods 

which are generally used to describe goals i n educational proc

esses; cu l t u r a l transmission (education i s the transmission of 

information and rul e s ) , romanticism (education allows the inner 

good to unfold), progressivism (development through the present

ation of resolvable but genuine problems) and holism (the student 

i s regarded as a whole entity rather than being constituted of 

various categories)."^"^ I t i s possible to question Courtney's 

somewhat arbitrary c l a s s i f i c a t i o n (to conceive progressivism 

solely as problem-solving may be thought to be rather narrow) but 

for the purpose of t h i s discussion he makes the important point 

that i t i s a common assumption i n a l l approaches that the pupils 

w i l l develop, although the attitude to development w i l l vary; 

development can variously be seen as trai n i n g , as natural expres

sion, as change or as t o t a l organic growth. 

Woods and Barrow point out that the phrase 'education i s 

growth' i s ambiguous. They write: 

11 R. Courtney, "Planning and Implementation of Arts Programs: 
A Developmental Approach and a Dramatic Model". (Mimeo, 
Ontario I n s t i t u t e for Studies i n Education). 
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"The l a s t phrase i s Dewey's and he characterises 
education i n terms of experience. But i t i s synq?-
tomatic of the danger inherent i n using such slogans 
that Dewey seems to have been misunderstood by many 
who regard themselves as his followers. For many 
take him to have advocated the view that education 
i s taking place ( i . e . that desirable education i s 
taking place) provided that the chi l d i s provided 
with an environment i n which he i s free to grow or 
i n which a sequence of experiences can arise out of 
the child's o r i g i n a l experience without any imposi
t i o n or control on the part of the teacher."12 

The authors go on to point out that Dewey was not using the notion 

of growth simply i n the sense of changing from a c h i l d to an adult 

but took the view that the school should order the child's devel

opment through experiences on lines which broadly were based on 

democratic ideals. 

Many contemporary exponents of drama^ while acknowledging a 

movement away from 'growth' drama would consider themselves i n 

some way child-centred and few would avoid terms l i k e growth and 

development. Because of the ambiguities attached to these concepts 

i t w i l l be necessary to look more closely at e3q;>onents of drama 

to see whether the division between 'growth' drama and 'drama for 

learning' can be seen to have real significance i n terms of 

i m p l i c i t concepts of education or whether alternative perspectives 

are more f r u i t f u l . 

There were r e l a t i v e l y few books published on drama i n the 

f o r t y year period after Holmes' What I s and What Might Be although 

there was a growing emphasis on the subject i n o f f i c i a l reports 

12 R.G. Woods and R.St.C. Barrow, An Introduction to Philosophy 
of Education (Methuen, 1975), p. 138. 
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and conferences which Cox details. I t was the publication of 

Peter Slade's "Child Drama" i n 1954 which was based on many years 

of practical work and observation which provided a significant 

impetus to the growth of the subject. 

Slade's book i s generally seen as marking a significant 

development for two related reasons. I n the f i r s t place, the 

emphasis changed from drama which involved some kind of perform

ance (even i f t h i s was just i n the classroom) to a style of work 

which retained i t s spontaneity when i t was conceived as existing 

for i t s own sake and not for the sake of an audience. Secondly, 

he associated child drama more closely with children's natural 

play. Thus there exists a perspective or a view of the development 

of drama which sees Slade as an innovator when his work i s charac

terised as 'drama as play' or 'drama without theatre'. I want to 

suggest that t h i s commonly accepted view of the development of 

the subject has misleading consequences. Although Slade was an 

innovator i n terms of a practical approach to the subject, a 

perspective which looks at londerlying principles w i l l l i n k him more 

clearly with previous approaches to the subject i n terms of the 

i m p l i c i t notion of what 'education* was thought to mean. A pers

pective of t h i s kind i s not simply of h i s t o r i c a l interest for i t 

w i l l be argued that many contemporary disagreements i n approaches 

to the subject centre on practical issues and do not take su f f i c i e n t 

account of the educational implications of a particular approach. 

13 P. Slade, Child Drama (University of London Press, 1954). 
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B r i t i s h educationists of the early part of the century 

developed th e i r own individual theories but the influence of 

earlier educational reformists on the continent i s generally 

acknowledged. Of these i t i s pa r t i c u l a r l y interesting to compare 

the thinking of Rousseau, who has been described as the **father 

of progressivism" with that of S l a d e . I n Child Drama observ

ation of the natural a c t i v i t y of the c h i l d , details of which 

constitute part 1 of the book, provides the important key for 

the approach of the teacher which i s described i n part 2. The 

important conclusion which emerges from that observation i s that 

there exists a Child Drama which i s an Art Form i n i t s own r i g h t 

which shall be **recognised, respected and protected" .̂ ^ I t i s the 

job of the teacher to nurture t h i s natural propensity of children. 

Although Rousseau makes l i t t l e reference to dramatic play, the 

underlying idea that the education of the child must be true to 

his nature i s an essential part of his philosophy. Slade* s comment 

that "there are two points of view, and the Child has one, to 

which, i n a l l j u s t i c e , i t has an equal r i g h t " i s reminiscent 

of Rousseau's comment, "Childhood has i t s own ways of seeing, 

thinking and feeling; nothing i s more foolish than to t r y and 

substitute our ways".^^ As well as the i m p l i c i t idea i n Slade's 

14 G.H. Bantock, Education and Values (Faber, 1965), p. 13, as 
quoted by I . Morrish, Disciplines of Education (Allen and 
Unwin, 1967), p. 85. 

15 P. Slade, op. c i t . (1954), p. 68. (Part 1 i s called "Obser
vation", Part 2 i s called "The Teacher"). 

16 i b i d . , p. 21. 
17 J.J. Rousseau, Emile, translated by B. Foxley (Everyman, Dent, 

1911), p. 54. 
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book that the ch i l d should follow his natural inclinations there 

are e x p l i c i t references to nature. When he talks i n very prac

t i c a l terms about not providing too many props or clothes because 

these may s t u l t i f y creative energy, he points to the fact that 

man i n his natural state w i l l do without i f necessary. Even his 

notion of the therapeutic value of drama i s ti e d i n with the 

notion of what i s natural, "the Arts are increasingly employed 

as therapy. But nature provides the simple preventative. I t i s 

for us to provide the opportunity".^^ 

Courtney has drawn attention to the fact that Slade has 

close links with Rousseau but he has also made the following 

comment, "For Rousseau, a child's early education should be 
19 

almost entirely of play**. This l a t t e r statement, although 
accurate, could be misleading by placing the wrong kind of 
emphasis. A reading of Emile reveals that Rousseau's concern i s 
not primarily to promote play i t s e l f but rather t h i s comes as a 
consequence of his concern to avoid any imposition which w i l l 
i n terfere with natural growth u n t i l the age of reason, 

" I f the infant sprang at one bound from i t s mother's 
breast to the age of reason, the present type of 
education would be quite suitable, but i t s natural 
growth calls for quite a different training ... 
Therefore the education of the earliest years should 
be merely negative.*'20 

18 P. Slade, op. c i t . (1954), p. 104. 
19 R. Courtney, op. c i t . (1968), p. 20, 

20 J.J. Rousseau, op. c i t . , p. 57. 
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The important emphasis i s f i r s t on natural growth rather than on 

play as such but of course as i t happens a child l e f t to his own 

devices w i l l naturally play. This i s the assumption certainly. 

The point i s more than just a quibble about some sort of 

conceptual ordering. There i s a difference between advocating a 

play method which seeks to use play to achieve particular goals 

and encouraging play because i t i s a natural form of a c t i v i t y 

which w i l l allow natural growth, (although both approaches tend 

to use the term growth or development). 

This d i s t i n c t i o n can be seen clearly i f an example i s quoted 

which contrasts the use of 'playing shops' to teach number as 

opposed to play which lacks external structure. However, the 

difference i s not always t h i s clear. I n the most spontaneous of 

play the environment which i n a school context w i l l be determined 

by the teacher i s bound to influence and determine the nature of 

the play. Does not t h i s fact contradict the idea of natural 

activity? I t i s a problem for neither Slade nor Rousseau because 

for both there i s a double edge to the concept of what i s natural. 

For Rousseau the adult has to protect the child from the imnatural 

influences of society so that natural growth i s not the same as 

leaving him completely on his own: "Under existing conditions a 

man l e f t to himself from b i r t h would be more of a monster than 

the rest**.^^ Similarly, i n Slade, there i s the idea that play 

21 J.J. Rousseau, op. c i t . , p* 1. 
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l e f t alone may develop badly; the teacher has a protective 

influence: 

•*Play i s natural to the Child, but Play l e f t ent
i r e l y alone often tends to become more violent as 
the Child grows older. Play associated continually 
with beauty, and with the treasure of knowledge 
through the agency of an understanding adult mind, 
leads to better creation, more joy, has a marked 
effect on behaviour and results i n the more dis
cernible phenomenon of an Art Form."22 

I t w i l l be apparent that the conc^t of what i s natural i s 

becoming increasingly slippery. 

To characterise Slade's approach as 'drama as play* i s to 

stress the new direction he gave to the subject but to describe 

his concept of education as 'growth* (once the ambiguities are 

c l a r i f i e d ) i s to l i n k him with earlier thinking on the subject. 

For example, the anthology edited by Boas and Hayden, published 

i n 1938, although i t i s largely concerned with theatre and 

performance of some form, i s largely motivated by ideas of free 

expression and self expression.23 

On the role of the teacher, Slade claims that t h i s should 

be special but not dominating, but throughout the book he i s 

concerned with minimising that influence. He uses the word 

'nurture* a good deal and explains what he means, **So much i s 

done by them, of themselves, for themselves. We only offer 

opportunity, by sympathy and common sense. Thus do we nurture". 

22 P. Slade, op. c i t . (1954), p. 342. 
23 G. Boas and H. Hayden, School Drama; I t s Practice and Theory 

(Methuen, 1938). 
24 P. Slade, op. c i t . (1954), p. 122. 
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He wants the teacher to "avoid too many fussy, unnecessary 

suggestion&i"^^ and t o "learn when not to (make suggestions)".^^ 

The teacher i s seen primarily as a kindly, gentle guide; many 

lessons are c r i t i c i s e d because of teacher interference. The 

underlying principle which i s inqolicit i n Slade's approach i s 

an e x p l i c i t part of Rousseau's philosophy. 

There i s also a s i m i l a r i t y of tone i n their w r i t i n g . Some 

of Rousseau's directives, "Love childhood ... Why rob these 

innocents of the joys which pass so quickly, of that precious 
g i f t which they cannot abuse?"^7 could have been taken from 

Child Drama. Even c r i t i c i s m directed at one of them, "Rousseau, 

l i k e most enthusiastic pioneers, overstated his casef'^^ can be 

levelled at the other. Slade i n his eff o r t s to j u s t i f y the value 

of drama makes some odd claims. He suggests that the practice 

drama can give i n qpening and closing doors can be very useful 

because, "Sometimes doors alter one's whole career"^^, and he 

describes the g i r l who has not had much drama i n school as being 

one who "tends t o enter the youth club as emotionally unstable, 

often unreliable, giggly, and often addicted to an inhibited form 
30 

of j i v e , bebop or the current craze i n hot dancingf*. 

25 P. Slade, op. c i t . (195A), p. 131, 
26 i b i d . , p. lAO. 
27 J.J. Rousseau, op. c i t . , p. 43. 

28 I . Morrish, Disciplines of Education (Allen and Unwin, 1967), 
p. 100. 

29 P. Slade, op. c i t . (1954), p. 159. 

30 i b i d . , p. 123. 
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The exponents of drama characterised as having 'growth' aims 

reduced emphasis on the role of the teacher i n the drama process. 

This can be seen clearly i n the work of Slade and practical books 

which followed made a similar point. Courtney comments, "They may 

come and ask the teacher for advice, but he should only stick his 

adult nose into their private world where i t i s absolutely neces

sary". 

I t i s perhaps worth making an aside comment here on the 

h i s t o r i c a l influences on the growth of the subject. Froebel i s 

generally accorded a significant influence on the development of 

drama: Crompton, i n his thesis, calls him the "father of educa-
32 

tional drama". Yet Slade seems closer to Rousseau. The authors 
of a history of educational ideas describe Froebel's use of " g i f t s " 
(shapes used for constructional a c t i v i t y ) , dancing, singing, 
number games, drawing and games involving speech and continue: 

"Stated thus badly, i t might appear that the school 
has the task of producing educated youngsters through 
a timetable of unlimited free play. Nothing was 
further from Froebel's thoughts, yet i t i s here that 
his ideas have sometimes been misinterpreted. I t i s 
true that Froebel i s the great exponent of the funda
mental use of play i n education, but he envisaged 
a c t i v i t i e s both guided and progressive. By stressing 
the purposive element i n a c t i v i t y he made possible the 
i d e n t i f i c a t i o n of play and work as one. The teacher's 
task i s to organise and guide the free and continuous 
development of the pupil through play - a gradual 
development of s e l f - a c t i v i t y , never forced."33 

31 R. Courtney, op. c i t . (1965), p. 21. 
32 N.J.R. Crompton, "A C r i t i c a l Evaluation of the Aims and 

Purposes of Drama i n Education" (M.Phil, thesis. University 
of Nottingham, 1978), Chapter 4, p. 62. 

33 S.J. Curtis and M.E.A. Boultwood, A Short History of Educa-
ti o n a l Ideas (University Tutorial Press, 1953), p. 379. 
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To return then to the main argument, the observation that 

the 'growth* approach to drama reduced emphasis on the role of 

the teacher (which i s what would be expected with an approach 

which i m p l i c i t l y was associated with a Rousseauesque model of 

natural growth) goes some way to c l a r i f y i n g the ambiguities. 

However, i n forming a more detailed account of 'growth* drama, 

i t i s not enough simply to speak i n terms of whether the teacher 

has an active or passive ro l e . 

Brian Way's approach to teaching drama was a significant 

influence on the development of the subject ."̂^ He describes 

the purpose of drama by referring to the idea of the development 

of the whole person, and he i s generally associated with the 

work and ideas of Slade. His book, however, which i s primarily 

a guide to practical a c t i v i t y , i s concerned with the specification 

of teacher-directed exercises and a c t i v i t i e s . I t i s possible to 

explain the development of Way's work and i t s relationship with 

that of Slade by pointing out that Way had a theatre background, 

many of his exercises are reminiscent of those of Stanislavsky"^^, 

and he seemed to meet a need of teachers i n providing a ready guide 

to structured classroom a c t i v i t y - the popularity of his influence 

i s a testimony to that fact. I t i s more d i f f i c u l t , however, to 

find a way of describing their work which draws attention to the 

s i m i l a r i t y of underlying principle without resorting to vague 

3A B. Way, Development Through Drama (Longman, 1967). 

35 C. Stanislavsky, An Actor Prepares, translated by E. Hapgood 
(Geoffrey Bles, 1937). 
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concepts. The claim has been made by Courtney that Way relates 

closely to "modern forms of existentialism** i n contrast t o Slade*s 

**romantic base i n the style of Rousseau"^^« but there are closer 

s i m i l a r i t i e s i n th e i r approaches which t h i s description obscures. 

I wish to argue that i t i s possible t o see both their ^preaches 

as belonging to the 'growth* school by thinking not i n terms of 

whether the teacher i s active or passive but whether the teacher 

can r i g h t l y be described as having aims* To develop t h i s point 

a closer look at the concept aims i s necessary* 

Discussions of the concept aims i n philosophy of education 

invariably centre on the fact that the use of 'aims* normally 

implies a target. Peters' comment^ **The concept of *aim* always 

carries with i t some of the nuances associated with i t s natural 

home i n contexts of shooting and t h r o w i n g ^ * i s similar to 

Langford's description which has the added idea that 'aim' implies 

the p o s s i b i l i t y of f a i l u r e , *'To aim i s to t r y to h i t scmethingy 

but i t i s not necessarily to succeed i n doing soP*.̂ ^ Schoffield 

devotes a section of his chapter on aims to an '*analysis of the 

metaphorical idea of aim as a target" The purpose of stressing 

t h i s aspect of the concept aim i s usiially to esqplain the point 

36 R. Courtney, "Goals i n Drama Teaching", Drama Contact (Council 
of Drama i n Education, 1, 1, May 1977). 

37 R.S. Peters, "Aims of Educaticm - A Conceptual Inquiry** i n 
R.S. Peters (ed.). The Philoscyhy of Education (O.U.P,, 1973), 
p. 13. 

38 G. Langford, op. c i t . (1968), p. 51. 

39 H. Schoffield, The Philosophy of Education (Allen and Unwin, 
1972), p. 96. 
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of the type of question Peters asked, "Must an educator have an 

aim?"^^ The point i n question i s that i f education i s a norm

ative concept then 'aim' may be a misleading term to use i n that 

i t implies the aims of education are extrinsic to the process 

i t s e l f . 

Associating the concept aims with an analysis of 'education' 

i n t h i s way has concentrated attention on the fact that t a l k of 

aims tends to involve the specification of goals to be achieved 

through certain a c t i v i t i e s . Sockett, however, has drawn atten

ti o n to an important aspect of the concept when he puts the 

notion of intentional human a c t i v i t y at the centre of his account. 

Of course i t i s common to speak of the aims of education, the 

aims of i n s t i t u t i o n s , the aims of drama but these he suggests do 

not present a problem, 

" I w i l l simply assert that such t a l k i s i n the case 
of i n s t i t u t i o n s l o g i c a l l y reducible to that of mem
bers of i n s t i t u t i o n s , and i n the case of a c t i v i t i e s 
to that of participants i n the a c t i v i t y , and there 
may be nothing much to worry about philosqphically 
i n that."41 

The emphasis Sockett places on the intentional aspect of aims 

w i l l be important to th i s discussion because a dis t i n c t i o n between 

ta l k of 'aims of drama' and 'aims of the teacher' w i l l be useful 

i n forming a perspective on the development of the subject. 

40 R.S. Peters, Authority, Responsibility and Education (Allen 
and Unwin, 1959). 

41 H. Sockett, "Curriculum Aims and Objectives: Taking a Means 
to an End", Journal of Philosophy of Education (Vol. 6, No. 
1, 1972), pp. 34-35. 
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I n forming a more detailed account of 'growth' drama, i t 

i s not enough simply to speak i n terms of whether the teacher 

has an active or passive r o l e , but whether the teacher can 

r i g h t l y be said t o have aims i f the concept aims i s being used 

to i d e n t i f y a relationship between agent, a c t i v i t y and goal. For 

the moment that formulation w i l l be l e f t vague because a number 

of questions are raised to do with the complexities of the notion 

of intention and the relationship between means and ends which 

w i l l be discussed la t e r but an idea of what i s meant can be 

described by making reference to drama. 

Many approaches to drama which embodied a 'growth* concept 

of education see the teacher as being active but do not l i n k the 

agent with the stated goals. I t i s interesting to conqpare Way's 

use of exercise (which i s a large part of his book) to that 

described by Bolton who makes one of the defining characteristics 

of exercise drama that i t has a sense of purpose.^^ I n fact the 

point being made can be explained more clearly by contrasting 

'growth' approaches to the work of more recent esqponents who see 

the role of the teacher as being a v i t a l part of the learning 

process. Both Bolton and Heathcote i n their drama work do not 

siinply structure situations which allow for the growth of the 

piq>ils but are constantly intervening i n the drama to influence 

A2 G. Bolton, Towards a Theory of Drama i n Education (Longman, 
1979), Chapter 6. Stanislavsl^'s exercises too were drawn 
vp with a sense of purpose i n mind. I t i s probably f a i r to 
say that much exercise drama i n schools lacks a sense of 
purpose. 
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the learningt t h e i r extensive use of teacher role play i n th e i r 

teaching i s one indication of t h i s . Descriptions of lessons i n 

the Inner London Drama Guidelines reveal the i]iq>ortant role of 

the teacher i n the lesson i n creating the learning situations.^^ 

Similarly, much of what i s wr i t t e n i n Learning Through Drama 

reveals the importance of the role of the teacher although there 

i s a certain ambivalence i n t h i s publication which w i l l be 

described. 

To summarisey what i s being suggested here i s that a way to 

view the development of drama i s to think i n terms of the aims 

of the teacher when the concept aims i s duly qualified as des

cribed} i . e . *aim* represents a relationship between agents 

a c t i v i t y and goal which i s not found i n 'growth' s4}proache8. 

(That precise relationship w i l l d^end on further examination of 

aims and intention and learning outcome)• Taking t h i s view* two 

books published i n 1965 with interestingly enough the same t i t l e ^ 

Teaching Drama> can be seen to be tending i n diff e r e n t directions 

Courtney's book^^, as has been suggested^ l i m i t s the role of the 

teacher9 whereas Pemberton B i l l i n g and Clegg were beginning to 

stress the rol e of the teacher i n the education process^ seeing 

the teacher's job as being to discipline and direct the drama: 

43 C. O'Neill et a l . . Drama Guidelines (Heinemann, 1976). 

44 L. McGregor et a l . * Learning Through Drama> Schools Council 
Drama Teaching Project (10-16) (Heinemann, 1977). 

45 R. Courtney, op. c i t . (1965). 
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"Drama then becomes a positive educational force, not merely a 

useful but haphazard way of learning".^^ I t becomes inappropriate 

to speak of early drama exponents as having aims. Hence speaking 

about the aims of drama rather than the aims of the teacher can 

be seen to have a certain significance because what was meant i n 

the former case was something more l i k e a specification of what 

the values of drama were. I f drama was i n some sense defined as 

• l i f e ' i t i s clear to see why such extravagant claims were made 

for the subject. 

There i s no evidence to suggest that these exponents thought 
very consciously about the terms they were using and i t i s unlikely 
that they did. What i s interesting, however, i s that alternative 
terms are often used rather than 'aims* particularly for the 
t i t l e s of chapter headings. Slade speaks of the aims and values 
of Child Drama and i t i s f a i r to judge his account as being more 
accurately described as 'values'. Way gives the t i t l e "The 
Functions of Drama" to the relevant chapter i n his book. 

( i i i ) Functions 

A more recent approach to the subject which places stress on 

functions rather than aims i s taken by the report of the Schools 

C o u n c i l . I t becomes apparent i n their discussion, however, that 

A6 R.N. Pemberton B i l l i n g and J.D. Clegg, Teaching Drama (Univ
e r s i t y of London Press, 1965), p. 21. In the l i g h t of what 
has been said about the need for conceptual c l a r i f i c a t i o n , 
i t i s interesting to note the contrast here between 'educa
t i o n a l force' and 'haphazard way of learning'. 

A7 L. McGregor et a l . , op. c i t . (1977). 
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the authors are using the term functions i n a p a r t i c u l a r way. 

Very often t a l k about the functions of an object or a c t i v i t y 

r e f e r to the purpose i t i s made to serve which i s not n e c e s s a r i l y 

a defining c h a r a c t e r i s t i c , e.g. a piece of wood may function as 

a door-stop or a paper weight; the function of a game i n a 

lesson may be to s e t t l e an a c tive group at the s t a r t or to f i l l 

i n time at the end. The Schools Council report does not use 

•function' i n t h i s sense but rather to define the unique charac

t e r i s t i c s of drama, the way drama functions per se. I t w i l l be 

useful to examine what the report says about functions i n the 

l i g h t of t h e i r comments on aims. 

The authors of the report i d e n t i f y aims for drama commonly 

offered by teachers such as "developing the c h i l d ' s powers of 

self-expression ... developing self-awareness, self-confidence ..." 

and go on to comment as follows: 

"These are very general statements, of course, but 
they r a i s e a number of immediate i s s u e s concerning 
the r o l e and development of drama. Many of the aims 
of drama teachers are not unique to drama. P h i l o s 
ophically at l e a s t , drama i s part of a much more 
general movement i n education."^8 

The report goes on to ask what d i s t i n c t i v e and s p e c i f i c contrib

utions drama can make and continues: 

"This seems to be a question of defining c l e a r aims. 
Are there within the general sorts of aims given 
above more s p e c i f i c aims which are exclusive to drama? 
Much of the debate i n drama centres on t h i s problem of 
defining c l e a r e r aims."^9 

L. McGregor et a l . , op. c i t . , p. 4. 

49 i b i d . , p. 4. 
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The authors suggest that i n defining a r o l e for drama teaching 

i t might be more useful to look at the functions of the drama 

esqperience. I t w i l l then be up to the ind i v i d u a l teacher to 

answer the question, "Are these fimctions, these developments^ 

i n l i n e with what he i s generally trying to achieve i n education 

as a whole?" 50 

The authors define the e s s e n t i a l c h a r a c t e r i s t i c s of drama 

as being a process involving acting-out and therefore the functions 

of drama w i l l depend on the functions of acting-outx '^Whatever 

acting-out involves for those who do it» why should children or 

adults be asked to act-out i n the f i r s t place? What are i t s 

possible ftmctions? Vhat premise^ what value does i t hold for 

education?"^^ The use of the term functions here does sound very 

much as i f i t i s r e f e r r i n g to the purposes» uses or values of 

acting-out but the authors of the report generally want to use 

the term i n a more descriptive way* The point they want to make 

i s that the value of drama w i l l very much depend on the nature of 

dramat "the key to the problem of defining drama, and i t s possible 

value i n education, l i e s i n what children and adults a l i k e 

a c t u a l l y do i n drama, and i n the nature of the e3q)erience i t s e i r " , ^ ^ 

I t i s i n answering the question *what are the functions of 

drama?' that the report gives i t s iiiq[>ortant a n a l y s i s of the nature 

50 L. McGregor et a l . , op. c i t . , p. 5, 

51 i b i d . , p. 13. 

52 i b i d . , p. 10. 
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of drama as a symbolic a r t form which w i l l be the subject of a 

d e t a i l e d discussion elsewhere i n t h i s study. What i s important 

here i s the way 'aims* r e l a t e s to 'functions' i n the book. After 

t h e i r discussion of the nature of drama ( i t s functions) i n chapter 

one, the report returns to a consideration of teacher aims i n 

chapter two, Learning Through Drama: 

" I n the l a s t chapter we defined what we meant by 'drama* 
and discussed what i t s value i n education might be. We 
suggested that the process of acting-out involves the 
exploration and representation of meaning through the 
medium of the whole person and that t h i s i s done through 
s o c i a l i n t e r a c t i o n . I n view of t h i s , what kinds of 
learning should r e s u l t from involvement i n drama?"53 
(my i t a l i c s ) . 

What the authors of the report do i s move from a description of 

the fumctions of drama to a description of the learning which w i l l 

r e s u l t and only then return to the notion of aims, 

"To some extent a l l these kinds of learning occur when 
acting-out takes place. Some, however, may be stressed 
more than others. Depending on what teachers specif
i c a l l y want to achieve at a given time, different 
aspects of the process w i l l be emphasised to achieve 
those aims."54 

I t seems f a i r to claim that the value of drama and i t s unique 

r o l e i n education w i l l depend i n part on the nature of the process 

but i n making the aims subordinate to functions there i s some 

equivocation about the importance of the r o l e of the teacher i n 

the learning process which i s p a r t i c u l a r l y revealed i n the examples 

of lessons given. This approach d i f f e r s i n an important respect 

53 L. McGregor et a l - , op. c i t . , p. 25. 

54 i b i d . , p. 25, 
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from Bolton's which sees the learning potential as depending on 

the quality of the acting-out which i n turn w i l l depend to a 

large degree on the teacher: 

" I tend to work on the assumption that most children, 
l e f t to themselves, w i l l not create drama that goes 
beyond what they know. Most children need a teacher, 
a teacher whose r o l e i s more than that of f a c i l i t a t o r ; 
they need a teacher whose perspective of the world 
stretches beyond t h e i r own, whose understanding of 
what w i l l make drama work i s greater than t h e i r own 
and who has the s k i l l to tap what they know i n the 
service of what they are ready to know."55 

The report's i n i t i a l d i s s a t i s f a c t i o n with aims i s because 

these do not generally define the uniqueness of drama's contrib

ution to learning. The point, however, about aims i s that they 

provide an indication of the broad r a t i o n a l e motivating the 

teacher's work. The use of 'function' obscures the fact that i t 

i s the teacher who intends, consequently there i s some ambiguity 

about the r o l e of the teacher i n the report. 'Function' appears 

to l i b e r a t e the whole process from subjective, individual aims. 

Of course, introducing the notion of intention r a i s e s a great deal 

of problems which need to be discussed because of the i n t r i c a c i e s 

of t h i s p a r t i c u l a r concept. 

( i v ) Aims and Objectives i n Drama 

I t was suggested that a useful perspective on the development 

of approaches to drama i s to see 'growth' drama as properly being 

described without reference to aims: i t i s more useful to speak of 

55 G. Bolton, "Some Notes Prepared for London Teachers of Drama" 
(Mimeo, University of Durham, 1973). 
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the value of the drama because t h i s terminology reveals more 

c l e a r l y the new d i r e c t i o n given to the subject. I t i s worth 

drawing attention, however, to a d i f f e r e n t , p r e s c r i p t i v e view 

which i s that drama should not serve any educational purpose 

and should not be conceived of i n terms of aims. Crompton, for 

example, makes the complaint that drama i s "almost always being 

used for something rather than as s o m e t h i n g " a n d argues that 

the Newsom report "degraded the a r t s to the l e v e l of some kind 

of poorly conceptualised therapy for the control of stupid 

adolescents".^^ The idea that drama i s not for anything r e 

appears throughout h i s study and i t becomes clear e r that what 

he i s concerned with i s to r e t a i n the i n t e g r i t y of drama as a r t : 

"Drama i s for drama. I t i s an esqpression, l i k e any other human 

a c t i v i t y or a r t , of human nature, and as such i t has i t s own 
CO 

q u a l i t i e s and characteristics"."^ 

The f i r s t point to be made here i s that there i s no l o g i c a l 

reason why drama i f used for a p a r t i c u l a r purpose need nece s s a r i l y 

be dis t o r t e d as an a r t form. A producer of a play may have as 

h i s primary aim that h i s work should make money but that aim need 

not i n t e r f e r e with the work of a r t unless the play i s distorted 

and adapted purely to appeal to a wide audience. 

The more serious question then i s not that drama should not 

serve an educational purpose but that the a r t form should not 

56 N.J.R. Crompton, op. c i t . (1978), p. 260. 
57 i b i d . , p. 297. 

58 i b i d . , p. 426. 
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suffer i n the process. This i s a view which has been part of 
Allen's thinking, 

"... I f I appear to undervalue the way i n which 
drama i s used to help personal development, to 
e s t a b l i s h s o c i a l a ttitudes, to provide experience 
i n various democratic procedures such as decision
making i t i s not because I do not r e a l i s e the 
importance of these educational experiences but 
simply because they become the l e s s s i g n i f i c a n t i f , 
as so often happens, the nature of the expressive 
form that i s being used to provide these experiences 
i s i t s e l f minimized or devalued."59 

I t should be noticed that Allen i s not saying that drama should 

not provide the esqperience i d e n t i f i e d but that the dramatic form 

should not thereby be devalued. The question which needs to be 

explored i s whether t h i s does happen when drama i s used i n an 

educational context, whether t h i s has tended to happen i n the 

h i s t o r y of the subject. 

The view that 'drama i s for drama' and not 'for education' 

has both an i m p l i c i t assumption about the nature of a r t as well 

as an i m p l i c i t concept of education. A statement of aims can be 

seen as giving e x p l i c i t content to what 'education' i s thought to 

mean. This idea seems close to Peters' argument when he asks 

whether i t makes sense to speak of aims i n education. This was 

the view that because education i s a normative concept, specif

i c a t i o n of aims i s simply a way of being more precise about what 

i s meant by education. 

59 J . Allen, Drama i n Schools: I t s Theory and P r a c t i c e (Heinemann, 
1979). 
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Of course the emphasis i n Peters' account i s that the further 

s p e c i f i c a t i o n of the aims of education i s unnecessary because one 

merely has to analyse the l o g i c of education. Peters' normative 

view of the concept education has been challenged by, among others. 

Woods on the basis of a general d i f f i c u l t y of philosophical 

a n a l y s i s . I t i s wrong to imagine that one can analyse the 

concept of education. I t i s possible to point to d i f f e r e n t uses 

of 'education', some of which are non-normative. Haack's c r i t 

icisms of Peters' notion of conceptual truth and h i s e s s e n t i a l i s t 

emphasis which seems to be seeking necessary conditions for saying 

what constitutes education or being educated, were discussed i n 

an e a r l i e r chapter. 

Another way of expressing t h i s view i s to describe education 

as an e s s e n t i a l l y contested concept, described as follows: 

"We find groups of people disagreeing about the proper 
use of the concepts, e.g. of a r t , of democracy, of the 
C h r i s t i a n t r a d i t i o n . When we examine the d i f f e r e n t 
uses of the terms and the c h a r a c t e r i s t i c argimients i n 
which they figure we soon see that there i s no one 
c l e a r l y definable general use of any of them that can 
be set up as the correct or standard use. Different 
uses of the term 'work of a r t ' or 'democracy' or 
•Christian doctrine' subserve di f f e r e n t though of 
course not altogether unrelated functions for d i f f e r e n t 
schools or movements of a r t i s t s and c r i t i c s , for d i f 
ferent p o l i t i c a l groups and p a r t i e s , for d i f f e r e n t 
r e l i g i o u s communities and sects."61 

60 J . Woods, "Commentary on Peters' Aims of Education - A 
Conceptual Inquiry", i n R.S. Peters (ed.), op. c i t . (1973). 

61 A. Hartnett and M. Naish, Theory and the P r a c t i c e of Educa
ti o n , Vol. 1 (Heinemann, 1976), p. 80. See also W.6. G a l l i e , 
" E s s e n t i a l l y Contested Concepts", i n Proceedings of the Arist-
otelean Society (Vol. LVI, 1955-6), p. 168. 
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I t i s dangerous to generalise too far about Peters' views 

because i t i s c l e a r that these have been modified under c r i t i c i s m 

of the type mentioned. He seems, for example, i n a l a t e r a r t i c l e 

to be more ready to accept a family resemblance view when he 

speaks of the concept of education as being f l u i d : 

"At one end of a continuum i s the older and undiffer
entiated concept which r e f e r s j u s t to any process of 
bringing up or rearing i n which the connection either 
with what i s desirable or with knowledge i s purely 
contingent. There may be uses which l i n k i t j u s t 
with the development of desirable states without any 
emphasis on knowledge; there may be uses which pick 
out the development of knowledge without implying i t s 
d e s i r a b i l i t y . The more recent and more s p e c i f i c 
concept l i n k s such processes with the development of 
states of a person that involve knowledge and under
standing i n depth and breadth and also suggests that 
they are desirable."62 

I f two exponents A and B d i f f e r fundamentally about the r o l e 

of drama as a process of education, there are two ways of charac

t e r i s i n g t h e i r differences. A may claim that he does not share 

B's aims for drama, or a l t e r n a t i v e l y he may claim that B's drama 

i s simply not education. I n the second case he i s taking a norm

ativ e view of education; s p e c i f i c a t i o n of aims may be seen as 

giving e x p l i c i t content to the education component i n 'educational 

drama'. 

The absence of aims i n drama can mean that method and content 

can be elevated to the status of guiding p r i n c i p l e s , instead of 

being subordinate to more general aims. I n her book published i n 

62 R.S. Peters, "Further Thoughts on the Concept of Education", 
i n R . S . Peters (ed.), op. c i t . (1973), p. 49. 
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1976 McGregor defines the two main areas of controversy i n drama 

as being whether to show work or not i n c l a s s and what place 
/TO 

discussion should occupy i n the lesson. Some teachers express 

uncertainty about whether lessons should be preplanned or whether 

they should always begin with an open question to the c l a s s , 

"What should we do a play about?" S i m i l a r l y , controversy has 

centred on whether texts should or should not be used i n a lesson. 

I n the absence of a c l e a r perspective on the growth of the subject, 

such questions are often treated as i f they are fundamental. 

Hence the importance of a perspective which looks at the under

l y i n g concept of education i m p l i c i t i n the approach. 

A statement of aims by a teacher can be taken to represent 

both an i d e n t i f i c a t i o n of h i s r o l e as an intentional agent i n the 

learning process as w e l l as an indication of the general goal 

towards which the educational process i s directed. Among drama 

exponents two objections to aims were i d e n t i f i e d : that they are 

too general and do not id e n t i f y the unique contribution of drama. 

I t i s for t h i s reason that the discussion of aims i s far from 

complete because i t w i l l be necessary to consider the notion of 

objectives i n r e l a t i o n to the teaching of the subject. 

The c a l l for more precise objectives i n drama can be seen i n 

terms of a wider development i n education as a whole and i s 

generally associated with the movement towards r a t i o n a l planning 

of the curriculum. Sockett describes the development as follows: 

63 L . McGregor, op. c i t . (1976), Chapter 3. 
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"The advocate of Rational Curriculimi Planning exhorts 
the teacher to d i s t i n g u i s h h i s general aims from h i s 
s p e c i f i c objectives: he w i l l suggest that general aims 
should be broken down into or translated into s p e c i f i c 
objectives or that s p e c i f i c objectives should be chosen 
i n the l i g h t of general aims. Aims are rather out of 
fashion i n Curriculum Theory these days whereas object
i v e s are de rigeur."^^ 

Consideration of objectives opens up a wide area for i t takes the 

discussion more d i r e c t l y into curriculum planning on which there 

has been a p r o l i f e r a t i o n of l i t e r a t u r e i n the l a s t twenty years. 

I t w i l l not be the purpose here to give a survey of a l l the r e l e 

vant discussion which has centred on objectives i n education but 

rather to draw on what i s considered appropriate for t h i s discus

sion of drama. Of course, much of the l i t e r a t u r e i s concerned with 

more general curriculum planning and i t i s worth making that c l e a r 

from the outset because much of what w i l l be applied to drama was 

conceived as part of a more general process of planning i n education. 

One way of looking at objectives i s to see them as coming at 

a stage i n planning which r e l a t e s aims to content and method more 

e a s i l y and s p e c i f i c a l l y : " f o r curriculum planning to be r a t i o n a l , 

i t must s t a r t with c l e a r and s p e c i f i c objectives and then, and only 

then, address i t s e l f to discovering the plan of means, the content 

and method i n terms of which these objectives are to be obtained".^5 

This quotation from H i r s t and the former from Sockett indicate the 

important position objectives occupy i n r e l a t i n g aims to content 

and method. 

64 H. Sockett, op. c i t . (1972), p. 30. 

65 P. H i r s t , "Philosophy and Curriculum Planning", i n Knowledge 
and the Curriculum (Routledge, 1974), p. 3. 
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The c a l l for more precise objectives was p a r t l y due to the 

influence of behaviourists and p a r t l y due to the need teachers 

f e l t for a more c l e a r d i r e c t i o n to t h e i r work. I f objectives 

r e f e r mostly to the change i n behaviour that i t i s hoped w i l l be 

brought about by the learning process, they are very s p e c i f i c and 

e a s i l y tested. Teachers who were admonished that they must replace 

vague aims with a more s p e c i f i c account of what they were trying 

to achieve might w e l l have been attracted by the type of model 

advocated by the behavioural objectives approach. 

I f such an approach to planning education were widespread i t 

i s easy to imagine drama teachers, i f not being seduced by such 

attempts at p r e c i s e planning, at l e a s t quietly envying the s p e c i f i c 

way other teachers could set about t h e i r teaching. 

Of course, a large niamber of exponents deny that i t i s approp

r i a t e to speak about behavioural objectives i n the context of the 

a r t s , even i f one were to accept that such an approach might work 

for some subjects. I n the context of drama t h i s f a c t i s sometimes 

stated. Wagner, t a l k i n g about Dorothy Heathcote comments, " I n the 

category of goals she dare not set are what we i n American educa

t i o n a l c i r c l e s might c a l l 'measurable behavioural objectives'".^^ 

I n America where the movement towards behavioural objectives has 

been strong i n the past, pioneers of 'creative dramatics' l i k e 

Winifred Ward have r e s i s t e d t h e i r influence. 

I n view of t h i s , i t may seem that behavioural objectives (or 

the even more pre c i s e notion of 'measurable, behavioural objectives') 

66 B.J. Wagner, op. c i t . (1976), p. 225. 
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should not be given much attention at a l l i n the context of drama. 

I f drama i s seen as an expressive a r t form primarily concerned 

with feeling, the need for a statement of objectives i n t h i s way 

seems inappropriate. I n the context of the 'growth* approach to 

drama t h i s comment seems reasonable. The point, however, i s that 

while the aims of drama are being stated i n terms of learning and 

understanding then those concepts need to be given further content. 

There are implications not only for the way drama i s to be j u s t 

i f i e d but ultimately where i t i s to find i t s place on the c u r r i c -

ulijm. I f drama cannot be conceived of i n terms of behavioural 

objectives, must the notion that i t involves learning be abandoned? 

There have been many challenges to the assumptions made by 

those who would plan the curriculum by sp e c i f i c a t i o n of behavioural 

objectives i n t h i s way, many of those objections on philosophical 

grounds. One such challenge was made by Pring who directed h i s 

c r i t i c i s m s s p e c i f i c a l l y against Bloom's taxonomy; he argues that 

the whole approach does not have a sound base i n epistemology. One 

c r i t i c i s m he makes i s to question the whole cognitive/affective 

d i s t i n c t i o n i n specifying objectives: 

" I t does not make sense to have knowledge as one's 
objective - the undifferentiated way i n which we 
come to understand both ourselves and our environ
ment - without the caring about those standards of 
truth and correctness which are b u i l t into what i t 
means to know and to understand and appreciate. To 
think s c i e n t i f i c a l l y e n t a i l s a concern, a fe e l i n g i f 
you l i k e - for the standards of s c i e n t i f i c truth."67 

67 R. Pring, "Bloom's Taxonomy - a philosophical c r i t i q u e " , 
Cambridge Journal of Education (No. 2, Easter 1971), p. 86. 
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Pring also questions the conception of knowledge embodied i n 

t h i s approach and the d i s t i n c t i o n made between knowledge and 

i n t e l l e c t u a l a b i l i t i e s when they are l i s t e d i n a h i e r a r c h i c a l 

form, e.g. comprehension, application, a n a l y s i s ... knowledge 

e n t a i l s "... understanding what i t means to say that something i s 

the case and t h i s i n turn e n t a i l s being able to apply t h i s know

ledge to p a r t i c u l a r situations".^® 

Another i m p l i c i t c r i t i c i s m comes from Sockett when he 

questions many of the assumptions underlying curriculum planning 

by recommending a more sophisticated view of what i s involved i n 

a means/end a p p r o a c h . A common view i s that the teacher w i l l 

specify the change i n behaviour he wants to bring about as an end 

and then chooses the means by which these objectives might be 

reached. This relationship i s normally conceived as being cont

ingent but Sockett demonstrates that the relationship between 

means and ends may be more complex. The means may be a l o g i c a l 

precondition of the end or the means may be part of the end. This 

l a t t e r case i s p a r t i c u l a r l y important for drama when an objective 

l i k e 'to develop an increased understanding of x' i s not d i s t i n g 

uishable as an end d i s t i n c t from means. 

Enough has been said to show that the challenge to the 

expression of objectives i n behavioural terms i s considerable and 

indeed any oversimplified model i s l i k e l y to present problems. 

Objectives expressed i n behavioural terms are only l i k e l y to be 

applicable i n a very narrow concept of education which sees 

68 R. Pring, op. c i t . , (1971), p. 88. 

69 H. Sockett, op. c i t . (1972). 
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education as a t r a i n i n g i n s k i l l s but even here there may be 

li m i t a t i o n s to t h e i r use. In the context of drama the t r a d i t i o n 

of speech t r a i n i n g could be so described p a r t i c u l a r l y that which 

l a i d s t r e s s on the quality of voice, 

" I f s u f f i c i e n t attention i s paid to voice as the 
instrument of speech, rather than to the speech 
i t s e l f , many d i f f i c u l t i e s w i l l be avoided, and the 
work based on the firm foundation of physiological 
laws rather than on the s h i f t i n g sands of personal 
opinion."70 

The teacher here was to be concerned with training the use of the 

vocal organs but the author of the publication from which t h i s 

quotation i s drawn h e r s e l f recognised the limitations of thinking 

purely i n terms of objective s k i l l s , 

"Any tendency to regard speech as an end i n i t s e l f 
should be banished at the outset, for i t must be 
remembered that i t s function i s to provide man with 
a means of communication, both of h i s own ideas and 
thoughts, and those of the poets and writers - the 
people whose work he may seek to interpret."71 

Downey and K e l l y make the point that p a r t i c u l a r l y i n the 

United Kingdom the objectives approach was slow to gain a footing 

at the p r a c t i c a l l e v e l , and they give t h e i r reasons: 

" I n part t h i s might be attributed to the prevalence 
of a 'romantic' approach to education at the l e v e l 
of the primary school and to the obsession with 
content and the demands of public examinations that 
we e a r l i e r suggested has characterised education 
at the secondary l e v e l , but i t may also indicate 
that p r a c t i t i o n e r s of education have always recog
nised that education i s more than a simple s c i e n t 
i f i c process of t h i s kind."72 

70 G. Thurburn, Voice and Speech (Nisbet, 1939), p. 5. 
71 i b i d . , p. 6. 

72 M. Downey and A.V. K e l l y , Theory and P r a c t i c e of Education 
(Harper and Row, 1979), p. 200. 
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The suggestion here i s that teachers i n t h e i r p r a c t i c e r e f l e c t e d 

a c e r t a i n wisdom which i s corroborated by theory. Drama teachers 

can find comfort from the general d i s s a t i s f a c t i o n with the notion 

of specifying objectives i n behavioural terms but are s t i l l faced 

with the problem that i f they are to describe themselves as 

engaging i n the r a t i o n a l a c t i v i t y of teaching, how p r e c i s e l y must 

objectives be specified? Does i t make sense to tal k of objectives 

at a l l or i s i t simply better to find some other way of describing 

teacher plans and intentions? 

I n curriculum theory alt e r n a t i v e s have been suggested, some 

of which are u s e f u l l y described by Downey and K e l l y . F o r 

example, an expressive objective i n describing an educational 

encounter, " i d e n t i f i e s a situation i n which children are to work, 

a problem with which they are to cope, a task i n which they are 

to engage but i t does not specify what from that encounter, s i t u 

ation, problem or task they are to learn ..."^^ Certainly t h i s 

model sounds more helpful than one which i s conceived i n terms of 

s t r i c t behavioural objectives but although teachers of drama 

sometimes approach a p a r t i c u l a r lesson with an account of theme 

and task only, i t i s c l e a r from current l i t e r a t u r e that at other 

times they do so with a clear e r view of the kind of learning or 

understanding they want to achieve. The authors also i d e n t i f y 

73 M. Downey and A.V. K e l l y , op. c i t . (1979), pp. 200-209. 
74 i b i d . , p. 207, reference to E.W. Eisner, " I n s t r u c t i o n a l and 

Expressive Educational Objectives: Their Formulation and Use 
i n Curriculum", i n W.J. Pqpham et a l . . I n s t r u c t i o n a l Object-
i v e s . No. 3 (Chicago, 1969, Am. Ed. Research Ass. Mon. Series 
on Curriculum Evaluation). 
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approaches which r e j e c t the notion of the p r e s p e c i f i c a t i o n of 

objectives of any kind but s t r e s s the defining of value p o s i t 

ions^^ or p r i n c i p l e s of procedure^^ which w i l l inform classroom 

p r a c t i c e . The conclusion which they draw i s to recommend the 

kind of f l e x i b i l i t y teachers of drama would want to preserve. 

Objectives should not be seen as terminal goals nor should they 

preclude recognition and acceptance of unintended learning out

comes. 

"Ce r t a i n l y , i t would seem that the most productive 
approach to t h i s question i s one that eschews dog
matism, avoids the kind of tight preplanning that 
removes the freedom e s s e n t i a l to any educational 
encounter, and allows for continued development and 
change i n the l i g h t of experience. I t i s i n t h i s 
d i r e c t i o n that the solution l i e s to the question of 
how we can plan our educational provision r a t i o n a l l y , 
without planning i t out of existence."77 

Drama teachers sometimes want to form objectives more 

p r e c i s e l y as a sequence of lessons develops. An approach to a 

c l a s s which leaves them to determine i n i t i a l l y the content of the 

drama may mean that the teacher has no p a r t i c u l a r objective at 

the outset but formulates these as the lesson or sequence of 

lessons progresses. 

Confusion often a r i s e s i n the use of the term objectives 

when i t i s taken to r e f e r both to teacher intention and to the 

75 M. Downey and A.V. K e l l y , op. c i t . (1979), p. 207, reference 
to L. Stenhouse, An Introduction to Curriculum Research and 
Development (Heinemann, 1975). 

76 i b i d . , p. 207, reference to R. Pring, "Objectives and Innov
ation: The Irrelevance of Theory", London Educational Review, 
(1973). 

77 i b i d . , p. 208. 
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learning outcome. I f they are kept as d i s t i n c t notions i t can be 

seen that the teacher's i n t e n t i o n need not necessarily be taken 

as a statement of the learning outcome. The complexity of the 

concept i n t e n t i o n also needs t o be borne i n mind. Anscombe has 

pointed out t h a t , 

"... a man may know th a t he i s doing a thing under 
one d e s c r i p t i o n , and not under another ... He may 
know that he i s sawing a plank, but not that he i s 
sawing an oak plank or Smith's plank; but sawing an 
oak plank or Smith's plank i s not something else 
t h a t he i s doing besides j u s t sawing the plank tha t 
he i s sawing."78 

I n the same way, a teacher's i n t e n t i o n may be to teach x and he 

may know that he i s teaching x but 'teaching x' i s not a d e f i n 

i t i v e statement of what he i s doing no more than 'x' i s a 

d e f i n i t i v e statement of what the pupils are learning. Objectives 

w i l l not necessarily be seen as intended learning outcomes i n a 

narrow sense which does not take i n t o account the active p a r t i c 

i p a t i o n of the learner i n the whole process. The whole question 

of teacher i n t e n t i o n and learning outcome i n the context of drama 

w i l l be discussed i n the next chapter. 

Although many p r a c t i c a l books on the teaching of drama s t i l l 

move from a statement of aims (meaning usually the general value 

ascribed t o drama) t o a description of p r a c t i c a l suggestions, 

there i s an increasing tendency t o w r i t e i n terms of aims and 

objectives. The Inner London Drama Guidelines suggests t h a t , "the 

78 G.E.M. Anscombe, I n t e n t i o n ( B a s i l Blackwell, 1979, f i r s t pub
lis h e d 1957), p. 11. 
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long-term aim of drama teaching i s t o help the student t o under

stand himself and the world he l i v e s i n " ^ ^ and i d e n t i f i e s a 

secondary aim, " f o r the students to achieve understanding of and 

s a t i s f a c t i o n from the medium of d r a m a " . T h e s e broad aims are 

accompanied by a l i s t of more sp e c i f i c ends including among others 

the improvement of the soci a l health of the group, the extension 

of the use of language, the stimulation t o reading, observing and 

researching as a r e s u l t of the drama. The section which describes 

lessons i n p r a c t i c e begins each account w i t h a narrow objective, 

e.g. " t o examine the reasons f o r emigration". 

Bolton gives an account of o v e r a l l aims, "change i n under

standing, an expectation of change i n understanding as a primary 

purpose, s a t i s f a c t i o n from and understanding of the a r t form" 

compared w i t h objectives: "autonomy, language development including 

expressive s k i l l s , social s k i l l s , theatre s k i l l s , r e f l e c t i o n " . ^ ^ 

He also l i s t s prerequisites f o r drama which w i l l also influence 

the teacher's actions and choice of strategies. He i s concerned 

t h a t the aims i d e n t i f y "fundamental p r i o r i t i e s over the objectives"."^ 

I n Learning Through Drama although, as was described e a r l i e r , 

the r o l e of the teacher i n the actual drama i s sometimes l i m i t e d , 

each of the lessons i s described i n terms of aims and more s p e c i f i c 

i n t e n t i o n s of the teacher. I n one example the aim " t o encourage 

79 C. O'Neill et a l . , op. c i t . (1976), p. 7. 

80 i b i d . , p. 7. 

81 G. Bolton, op. c i t . (1979), p. 132. 

82 i b i d . , p. 132. 
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pu p i l s * understanding of the problems presented i s accom

panied by an account of the teacher's p a r t i c u l a r i n t e n t i o n i n 

the lesson which was " t o set them a problem-solving s i t u a t i o n 

which they could t a c k l e i n small groups but which had a ccxmnon 

focus f o r the whole class". 

I n each of the examples given i t w i l l be noticed t h a t the 

objectives vary i n t h e i r degree of precision. I t would be wrong 

therefore t o prescribe a precise r e l a t i o n s h i p between aims and 

objectives^ seeing objectives as being derived from aims i n a 

s t r i c t l o g i c a l hierarchy. W r i t i n g about r e l i g i o u s education, 

Holley t r i e s t o demonstrate how aims become increasingly r e f i n e d 

through stages of genera l i t y t o a precise s p e c i f i c a t i o n of 

lessons aims which " i n d i c a t e a precise, s p e c i f i c , l i m i t e d learning 

content t o be mastered i n l i m i t e d t i m e " . ^ I t i s doubtful whether 

a h i e r a r c h i c a l scheme of t h i s kind w i l l work f o r drama. 

The aim 'an increase i n understanding of human situ a t i o n s * 

may be expressed more precisely i n t h a t i t gives d e t a i l s of the 

area t o be explored, e.g. *to examine African customs'. On the 

other hand, there may be times when the objectives w i l l give a 

more precise account of what i s meant by 'understanding' by 

i d e n t i f y i n g the intended change i n a t t i t u d e : i n a class of eight 

year old white C a l i f o r n i a n s , " t o r e a l i s e that Africans rather 

83 L. McGregor et a l . , pp. c i t . (1977), p. 98. 

84 R. Holley, Religious Education and Religious Understanding 
(Routledge, 1978), p. 15. 
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than being p r i m i t i v e and quaint are l i k e us i n many ways".^^ 

Objectives l i k e the l a t t e r are more l i k e l y to be formed i n the 

course of a sequence of lessons i n response t o the needs of the 

group. However, the intended change i n understanding w i l l not 

necessarily always be i d e n t i f i e d as c l e a r l y . 

A s i m i l a r point about the complexity of the r e l a t i o n s h i p 

between aims and objectives i s made by Sockett i n the context of 

a discussion of general curricultmi planning. He points out that 

a request t o be more s p e c i f i c i n any context may be answered 

either by the g i v i n g of an example or the gi v i n g of d e t a i l , 

"... so when aims are specified as objectives, the 
objectives may either be examples or d e t a i l s of the 
aims, i n these two broad senses indicated. Suppose 
th a t a general aim i n a school i s t o teach children 
t o be honest, you may be asked to specify. You could 
do t h i s by g i v i n g examples, e.g. pays the r i g h t amount 
of dinner money, t e l l s the teacher i f he doesn't know 
the answer t o a question; or you may give an account 
of what i s entailed i n being honest which may w e l l 
require exemplification."^^ 

Sockett goes on t o point out t h a t the formation of objectives i n 

r e l a t i o n t o aims may give r i s e t o important epistemological 

questions. The p o i n t of Sockett's discussion i s that the general 

l a b e l 'specifying aims i n t o objectives' may involve markedly 

d i f f e r e n t processes and t h i s i s not always taken i n t o account i n 

curriculum planning. 

85 G. Bolton, op. c i t . (1979), p. 41. 

86 H. Sockett, Designing the Curriculum (Open Books, 1976), p. 
46. 



- I l l -

This discussion has considered the importance of both aims 

and objectives i n the teaching of drama: without overriding aims, 

there may be a tendency t o elevate method t o the status of 

p r i n c i p l e ; without objectives, choice of method i s l i k e l y t o be 

f a i r l y a r b i t r a r y because the teacher can draw comfort from h i s 

b e l i e f t h a t drama i s i n general j u s t valuable. Perhaps the term 

•method* has the wrong overtones, tending t o imply a means/end 

approach where the choice of means i s a r b i t r a r y . Although the 

re l a t i o n s h i p between the teaching strategy or method and the 

aims of the teacher i s l i k e l y to be contingent, the re l a t i o n s h i p 

between teaching strategy and objectives, as suggested e a r l i e r 

i n the discussion of objectives, i s l i k e l y t o be more complex. 

I t might be thought th a t a study of the j u s t i f i c a t i o n of 

drama could be seen p r i m a r i l y as an examination of aims. However, 

i t has emerged tha t the teacher's aims and objectives have a 

centr a l r o l e i n the learning process but by no means l i m i t and 

ca t e g o r i c a l l y determine the p o t e n t i a l f o r learning. I n t h i s 

discussion of aims detailed consideration was given t o 'growth' 

drama but not t o 'drama f o r understanding'; i n the context of 

the l a t t e r , questions were raised about how precisely objectives 

should be specified which r e l a t e t o epistemological questions t o 

do w i t h what i s meant by learning and understanding. These 

questions w i l l be dealt w i t h i n the next chapter. 
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CHAPTER FOUR 

LEARNING 

( i ) I n t r o d u c t i o n 

In t h i s chapter some of the central questions associated w i t h 

the concept learning are discussed. What can the pupils be said 

to be learning i n drama? How f a r i s the concept learning s u f f i c 

i e n t f o r d i s t i n g u i s h i n g a p a r t i c u l a r approach to drama? How does 

learning r e l a t e t o understanding? I n dealing w i t h these and other 

questions the discussion w i l l centre on the concepts teaching, 

learning and understanding without reference to f e e l i n g . I f that 

point i s made clear from the s t a r t i t w i l l save constant repet

i t i o n that the analysis presented here must be considered 

incomplete as only one side of the question and w i l l explain the 

apparent emphasis on the cognitive i n t h i s paper. A framework 

w i l l be established which w i l l r e l a t e t o future discussion of 

meaning and f e e l i n g to give a more composite p i c t u r e of the various 

j u s t i f i c a t i o n s f o r drama. Thus, although the important question 

as to whether the conception of drama as a r t c o n f l i c t s w i t h the 

conception of drama as a learning process has been constantly borne 

i n mind, i t w i l l not be dealt w i t h s p e c i f i c a l l y i n t h i s chapter 

but w i l l be a centr a l part of the analysis of f e e l i n g . 

I t has been the i n t e n t i o n i n t h i s discussion t o set the 

j u s t i f i c a t i o n f o r drama against a wider background of educational 

debate, p a r t i c u l a r l y t o consider drama i n r e l a t i o n to d i f f e r e n t 

concepts of education and mental development. 
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Section one looks at i n t e n t i o n as an important f a c t o r i n 

d i s t i n g u i s h i n g the concept of teaching and considers the importance 

of r e l a t i n g teaching t o learning. Section two again looks at 

i n t e n t i o n but t h i s time i n r e l a t i o n t o learning and considers the 

view th a t i n t e n t i o n i s a necessary condition of learning as w e l l 

as contrasting views which r e j e c t t h i s analysis. Section three 

considers another c r i t e r i o n f o r learning, that the learner has 

achieved a p a r t i c u l a r end state whose object i s a p a r t i c u l a r s k i l l 

or b e l i e f . The r e s u l t of the discussion w i l l be t o suggest that 

on the view of learning so f a r considered much of what i s thought 

to count as learning i n drama would have t o be d i s q u a l i f i e d . I n 

Section four, therefore, an a l t e r n a t i v e conception of learning w i l l 

be considered which w i l l be related to the idea of unintentional 

learning dealt w i t h i n Section two. Although reference w i l l be 

made to drama throughout the discussion. Section f i v e i d e n t i f i e s 

more s p e c i f i c a l l y the implications of the analysis i n r e l a t i o n t o 

various drama exponents, p a r t i c u l a r l y i n terms of analysing j u s t 

i f i c a t i o n s f o r the subject. 

( i i ) Teaching 

I n the l a s t chapter i t was suggested th a t a s i g n i f i c a n t change 

of emphasis i n educational drama has been an increasing stress on 

the r o l e of the teacher. I n t h i s respect drama can be seen to be 

i n step w i t h a wider reaction i n education against what many would 

consider the worst excesses of child-centred approaches which 

relegated the teacher to a passive r o l e i n the classroom. Although 



what i s meant by 'teaching' w i l l very much depend on what i s meant 

by 'learning* as w i l l be demonstrated» i t i s perhaps f a i r t o rep

resent the new emphasis by saying t h a t more recent approaches t o 

drama i n education have made teaching central t o the process. 

"When I was a young teacher colleagues might out of 
i n t e r e s t have asked me occasionally what I was doing 
w i t h a p a r t i c u l a r class of children i n drama* but 
nobody as f a r as I can remember a c t u a l l y asked me 
what I was teaching them; and I would have f e l t some 
personal i n s u l t i f the question had been rephrased t o 
•what a c t u a l l y are they learning?' Apparently 
learning and teaching were a l l r i g h t f o r other sub
j e c t s , but i n drama one j u s t thought and talked about 
what one was doing."! 

To make sense of the claim that i t i s now appropriate t o 

speak of teaching drama as opposed t o j u s t doing i t , an important 

d i s t i n c t i o n needs t o be made. Analyses of teaching commonly evoke 

Ryle's task/achievement analysis of various verbs. I n The Concept 

of Mind he distinguishes between those words which signal success 

or achievement, e.g. win, f i n d , cure, as opposed t o task words, 
2 

e.g. hunting, t r e a t i n g . Many verbs l i k e 'teaching' function i n 

both a task/achievement sense so that i t i s possible t o describe 

someone as teaching, meaning th a t they are attempting t o f u l f i l 

c e r t a i n objectives, without necessarily implying that they are 

succeeding i n doing so. Thus t o say of someone th a t he i s not 

teaching a class anything may mean (more commonly) (a) he i s not 

succeeding i n what he has set out t o do or (b) one does not want 

1 G. Bolton, Towards a Theory of Drama i n Education (Longman, 
1979), p. 3Ul 

2 G- Ryle, The Concept of Mind (Hutchinson, 19A9), p. 143. 
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to recognise what he i s doing as teaching. This d i s t i n c t i o n i s 

important because when the claim i s made that teaching i s now 

ce n t r a l t o more recent approaches t o drama i t i s making a claim 

about the nature of the enterprise rather than about i t s success. 

I t i s therefore important t o consider how i t i s possible to 

di s t i n g u i s h teaching from other a c t i v i t i e s . This i s not t o say 

that one p a r t i c u l a r type of a c t i v i t y i s being recommended by 

educationists t o the exclusion of others. Teaching i s a poly

morphous concept and l i k e other terms can r e f e r to a wide v a r i e t y 

of a c t i v i t i e s : 

" I f we were t o consider 'farming' as an a c t i v i t y , we 
might note that ploughing was one farming job and 
tree-spraying another, while applying f e r t i l i s e r i s 
a t h i r d job and milking i s a f o u r t h , yet there i s no 
one common nuclear operation by v i r t u e of doing which 
alone a man i s t o be cal l e d a farmer. S i m i l a r l y w i t h 
s o l i c i t o r i n g , d r a f t i n g w i l l s i s one job and arranging 
f o r the t r a n s f e r of property another, while defending 
a c l i e n t i n court i s a t h i r d and explaining some point 
of law i s a f o u r t h , but again there i s no one common 
nuclear operation present i n a l l . So w i t h teaching..."-^ 

E a r l i e r i t was suggested that developments i n drama can be compared 

w i t h wider trends i n education away from excesses of child-centred 

education t o r e i n s t a t e teaching as an important element. This 

does not mean, however, tha t one method i s now being recommended 

over others. 

At t h i s point the discussion i s i n danger of f a l l i n g i n t o 

d i f f i c u l t i e s . On the one hand, i t was suggested th a t teaching 

3 R.F. Dearden, " I n s t r u c t i o n and Learning by Discovery", i n 
R.S. Peters (ed.). The Concept of Education (Boutledge and 
Kegan Paul, 1967), p. 136. 
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needs t o be distinguished as an a c t i v i t y , on the other hand i t i s 

now being suggested t h a t i t i s i n the nature of the concept 

teaching to r e f e r t o a wide v a r i e t y of a c t i v i t i e s ( i n c l u d i n g 

presumably many of the discovery methods embraced by child-centred 

t h e o r i s t s ) . The problem i s p a r t l y resolved by evoking i n t e n t i o n 

as an important d i s t i n g u i s h i n g c h a r a c t e r i s t i c . 

I t i s clear that i n t e n t i o n i s a necessary d i s t i n g u i s h i n g 

factor i n some though not a l l a c t i v i t i e s . There i s the classic 

joke s i t u a t i o n where a man raises his hand i n an auction and 

inadvertently buys an expensive item; h i s only way of saving his 

money i s t o convince the a u t h o r i t i e s that he was only blowing his 

nose and did not intend t o make a bi d . Yet i t i s quite easy t o 

say whether someone i s swimming or not irr e s p e c t i v e of what i s 

going through h i s mind simply by observing his external, physical 

action: t h a t he i s somehow prop e l l i n g himself through the water 

i s s u f f i c i e n t condition f o r an observer t o describe him as swim

ming. I f on the other hand the same swimmer i s now t o be 

described as i n s t r u c t i n g or teaching swimming i t would not need 

a p a r t i c u l a r change i n h i s a c t i v i t y (he could be demonstrating a 

p a r t i c u l a r stroke) but rather a change i n i n t e n t i o n . Moreover 

that i n t e n t i o n must make the connection between teaching and 

learning. I f we were t o observe someone swimming on his own and 

he claimed l a t e r that he was teaching swimming, i t would seem 

very odd. To say that someone i s teaching i s t o say that the 

person has a p a r t i c u l a r i n t e n t i o n to bring about learning; the 

concept learning i s necessary f o r an explanation of teaching. 
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The stress on i n t e n t i o n i s coranon t o a ntmiber of analyses 

of the concept teaching. Thus H i r s t claims, 

" I t i s by c l a r i f y i n g the aim, the i n t e n t i o n of what 
i s going on, that we can see when standing on one's 
head to demonstrate something, or any other a c t i v i t y , 
i s i n f a c t teaching and not, say, simply ente r t a i n i n g . " ^ 

Dearden considers what i s c h a r a c t e r i s t i c of teaching as an 

a c t i v i t y : 

"This question i s not t o be answered by a review, 
even a very extensive review, of the p a r t i c u l a r things 
which a teacher might do, but by considering the 
cent r a l i n t e n t i o n which l i e s behind his e f f o r t s . " ^ 

Fleming, i n h i s analysis, accepts the common view t h a t , "teaching 

must be characterised i n terms of i t s i n t e n t i o n , that of bringing 

about learning".^ 

Many of the analyses of 'teaching' can be subjected to the 

general c r i t i c i s m s which have been l e v e l l e d at some analytic 

approaches to philosophy of education which were i d e n t i f i e d i n 

Chapter One. Such analyses often attempt t o establish necessary 

and s u f f i c i e n t conditions of the concept of teaching without 

recognising that there are d i f f e r e n t uses of 'teaching' depending 

on p a r t i c u l a r purposes.^ 

4 P. H i r s t , "What i s Teaching?", i n R.S. Peters (ed.). The 
Philosophy of Education (O.U.P., 1973), p. 167. 

5 R.F. Dearden, " I n s t r u c t i o n and Learning by Discovery", i n 
R.S. Peters (ed.), op. c i t . (1967), p. 136. 

6 K.G. Fleming, " C r i t e r i a of Learning and Teaching", Journal of 
Philosophy of Education (Vol. 14, No. 1, 1980), p. 40. 

7 The experimenter i n one sense of the term can be said to 
teach the r a t the way out of the maze. 



- 118 -

Another problem w i t h analyses which i d e n t i f y i n t e n t i o n as a 

ce n t r a l d i s t i n g u i s h i n g f a c t o r i n teaching i s that the complexity 

of the concept of i n t e n t i o n i s not always acknowledged. I f 

teaching i s defined i n terms of "the i n t e n t i o n t o bring about 

learning" what are we t o understand by the phrase? Does i t mean 

that the teacher intends s p e c i f i c learning outcomes t o the extent 

that f o r each teaching a c t i v i t y ( w r i t i n g on the board, asking a 

question) he has a p a r t i c u l a r learning objective i n mind? This 

i n t e r p r e t a t i o n would seem t o oversimplify what i s involved i n 

the process of teaching p a r t i c u l a r l y when i n d i v i d u a l subjects are 

considered. For example, the teaching of l i t e r a t u r e i s l i k e l y t o 

be a much more subtle and open-ended process than t h i s analysis 

suggests. On the other hand, i f i t i s j u s t a matter of having a 

general i n t e n t i o n t o bring about learning, t o what does 'intention* 

here r e f e r ? ^ There i s the fur t h e r problem i d e n t i f i e d i n the l a s t 

chapter t h a t someone may know that he i s teaching x but x may be 

described i n a number of d i f f e r e n t ways. I t would be wrong to 

deny that p u p i l s learn much from teachers by way of values, habits, 

a t t i t u d e s which can i n a sense be said t o be un i n t e n t i o n a l l y taught, 

a f a c t which adds a f u r t h e r complication t o the analysis. 

Despite these complexities which sound a warning note against 

an o v e r s i m p l i f i e d account of the r e l a t i o n s h i p between teaching and 

i n t e n t i o n , I would agree tha t teaching must c h a r a c t e r i s t i c a l l y 

have a c e n t r a l i n t e n t i o n a l component, using i n t e n t i o n here i n i t s 

8 See G.E.M. Anscombe, I n t e n t i o n ( B a s i l Blackwell, 1957). 
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more common sense of 'deliberate purpose'. The i m p l i c a t i o n here 

i s t h a t the teacher's decisions and a c t i v i t i e s must be motivated 

by some general aim, although h i s think i n g need not be r e s t r i c t e d 

t o intended learning outcomes. This account of teaching and the 

r e l a t i o n s h i p between teaching and i n t e n t i o n cannot be considered 

complete but these f u r t h e r considerations w i l l be given a t t e n t i o n 

i n section four on learning and understanding and i n the chapter 

on Meaning. At present a t t e n t i o n w i l l be concentrated on the 

r e l a t i o n s h i p between teaching and learning. 

For the use of the term 'teach' most contexts demand two 

objects f o r the verb: the teacher has taught x t o y. This 'two 

accusatives r u l e ' f o r teaching,although i t s a c r i f i c e s s u b t l e t i e s 

f o r c l a r i t y , u s e f u l l y i d e n t i f i e s broad approaches t o education i n 

terms of the concept. I t has been suggested that the slogan of 

some progressives 'we teach children not subjects' concentrates 

a t t e n t i o n on only one of the accusatives, whereas the t r a d i t i o n 

a l i s t s concentrated too much at t e n t i o n on what they were teaching. 

Perhaps early exponents of drama would have argued that they were 

teaching pupils without being p a r t i c u l a r l y concerned w i t h the 

content of what they were teaching. They tended to be more 

concerned w i t h developing personal q u a l i t i e s . 

I t i s clear why most discussions of teaching include an 

analysis of learning because the two are so closely r e l a t e d . I n 

answer t o the question what sort of i n t e n t i o n distinguishes 

teaching from other concepts H i r s t also makes the connection w i t h 

l e a r n i n g , claiming, "... the concept teaching i s i n f a c t t o t a l l y 
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u n i n t e l l i g i b l e without a grasp of the concept of l e a r n i n g " . ^ He 

i s thereby prompted t o look at learning and i t w i l l be useful t o 

consider what he has t o say. 

Just as teaching r e f e r s t o a wide v a r i e t y of a c t i v i t i e s , so 

does learning. H i r s t suggests that the same dis t i n g u i s h i n g 

c r i t e r i a of i n t e n t i o n can be applied: 

"But i f there are many d i f f e r e n t a c t i v i t i e s of learn
i n g , what makes them cases of learning? I suggest 
the answer i s again found, as i n the case of teaching, 
by looking at the i n t e n t i o n of the a c t i v i t i e s con
cerned." 10 

He goes on t o suggest that the i n t e n t i o n of learning i s always 

some sp e c i f i c achievement or end state. Because what H i r s t says 

here i s so important t o t h i s discussion i t w i l l be worth repeating 

the points he makes i n the following quotation, 

"A teaching a c t i v i t y i s the a c t i v i t y of a person, A 
(the teacher), the i n t e n t i o n of which i s to bring 
about an a c t i v i t y ( l e a r n i n g ) , by a person, B (the 
p u p i l ) , the i n t e n t i o n of which i s to achieve some end 
state (e.g. knowing, appreciating) whose object i s X 
(e.g. a b e l i e f , a t t i t u d e , s k i l l ) . " H 

How then does t h i s analysis r e l a t e t o drama? I t was suggested 

that the r e l a t i o n s h i p between teaching and i n t e n t i o n i s a more 

complex matter than H i r s t ' s comment acknowledges but i t was also 

accepted that i t was f a i r to recommend that a broad notion of 

'deliberate purpose' should be central t o teaching. Now although 

9 P. H i r s t , "What i s Teaching?", i n R.S. Peters (ed.), op. c i t . , 
(1973), p. 168. 

10 i b i d . , p. 170. 
11 i b i d . , p. 171. 
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the account of teaching so f a r given provides a useful framework 

which may d i s t i n g u i s h and evaluate d i f f e r e n t approaches t o the 

subject, when the analysis turns to learning (as i t necessarily 

must) i t w i l l be argued t h a t on the basis of t h i s view much of 

what i s c u r r e n t l y thought of as learning i n drama must be d i s 

q u a l i f i e d . H i r s t ' s view specifies i n t e n t i o n and objects of 

learning as important c r i t e r i a and these w i l l be considered i n 

d e t a i l - The relevant questions for drama can be expressed simply. 

I f drama exponents are o f f e r i n g learning as a j u s t i f i c a t i o n f o r 

the subject, must the teacher have a clear view of what he 

intends them t o learn? Must they be aware that they are learning? 

What i s i t t h a t the pupils are said t o be learning? 

( i i i ) Learning and I n t e n t i o n 

Before considering why i t i s th a t i n t e n t i o n i s often consid

ered a c r i t e r i o n f o r learning and before evaluating th a t c r i t e r i o n 

i t i s worth making the point that i n t e n t i o n here i s taken t o r e f e r 

t o the conscious awareness of the learner i n the learning process. 

I n t e n t i o n i n t h i s context therefore i s connected w i t h the notion 

of avowal: someone who intended that x would be able t o a f f i r m 

that he intended x. I t i s d i f f e r e n t i n t h i s respect from the 

concept motives which can r e f e r to someone's unconscious motiva

t i o n t o do something. I n t e n t i o n s are d e l i b e r a t e , motives may or 

may not be so. When speaking about i n t e n t i o n a l learning therefore 

i t i s not simply a question th a t the learning was preplanned as 

opposed to learning which takes place when a lesson changes 
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d i r e c t i o n mid-course. Neither i s the notion of i n t e n t i o n a l 

learning simply equivalent t o t h a t which i s desirable: i f someone 

had learned t o be over-confident on a p a r t i c u l a r course the 

i n s t r u c t o r might say t h i s was unintended. To speak of i n t e n t i o n a l 

learning i s simply t o state t h a t the learner has the i n t e n t i o n 

t o l e a r n , h i s consciousness i s directed towards learning. 

Study of learning i s obviously an important aspect of 

psychology but there are questions about learning which are not 

m p i r i c a l and which are more properly claimed to be the province 

of philosophy. Hamlyn, i n h i s a r t i c l e "Logical and Psychological 

Aspects of Learning", makes the following d i s t i n c t i o n t o which 

most discussions of learning i n philosophy would subscribe: 

"Psychology has much t o t e l l us about learning -
about, f o r example, p a r t i c u l a r cases and i n d i v i d u a l 
differences. I t can also t e l l us about the e f f e c t 
on learning of a l l those factors i n people which we 
can c a l l psychological - personality t r a i t s , i n t e l 
ligence, and so on. What I have been urging i s , 
amongst other things, th a t there i s also required 
proper r e f l e c t i o n on what learning and education 
are, and what they involve i n consequence." 12 

The attempt t o say what learning i s can be seen t o be i n pa r t 

a l i n g u i s t i c question and the con t r i b u t i o n of philosophical 

discussion has been l a r g e l y t o attempt t o demarcate the concept, 

t o e s t a b l i s h d e f i n i n g c h a r a c t e r i s t i c s f or i t s use. Some of these 

attempts w i l l be considered, leading t o an observation about both 

the value and l i m i t a t i o n of t h i s approach. Hamljm's own work, i t 

12 D.W. Hamlyn, "The Logical and Psychological Aspects of Learning", 
i n R.S. Peters (ed.), op. c i t . (1967), p. A3. 
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should be said, has wider concerns than th i s i n that he has 

examined accoiants of the nature and growth of knowledge and under

standing provided by the contrasting philosophical t radi t ions of 

rationalism and empiricism. Some of Hamlyn's observations, 

pa r t i cu l a r ly on the nature of understanding w i l l be relevant 

la ter i n th i s study but f o r the present attention w i l l be confined 

to attempts to analyse the concept learning. The aim of the 

fo l lowing discussion w i l l be to show generally how intent ion 

emerges as a c r i t e r i o n rather than to give a detailed survey of 

d i f f e r e n t analyses of the concept. 

Magee, i n his discussion of learning, points out the inadeq

uacies of behaviourist de f in i t ions l i k e "learning i s the r e l a t ive ly 

permanent modificat ion of behaviour as the resul t of experience".^^ 

He does so on the grounds that a student might be said to have 

learned a geometry proof but not show any change i n behaviour at 

a l l , while another student might be able to duplicate a proof 

because of his sound memory, thereby manifesting a change i n 

behaviour, but could not be said to have learned the proof because 

he does not understand i t . Whereas a s t ipula t ive d e f i n i t i o n of 

the kind given may be useful for the purposes of some empirical 

research, f o r the educationist a more complete representation of 

what i s meant by learning i s needed. 

Vesey has discussed the conceptual differences between 

conditioning and learning. He questions the description that 

13 J.B. Magee, Philosophical Analysis i n Education (Harper and 
Row, N.Y. , 1971), p. 71 . 
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learning has taken place simply i f , "someone has acquired, other

wise than simply by maturation, an a b i l i t y to respond to a 

s i tua t ion i n a new way".^^ He suggests th i s i s i n s u f f i c i e n t 

c r i t e r i o n fo r saying that learning has taken place because 

learning involves not only acquiring the a b i l i t y i n question, 

but also that the learner has done something to acquire i t . This 

i s not to argue, of course, that the two concepts are not f r e q 

uently used i n the same way or that conditioning i s not often 

seen as a form of learning. The point i s that there i s a d i s t i nc 

t i o n between the concepts which can be i d e n t i f i e d i n usage which 

i s of par t icular importance to educationists. 

When the term conditioning i s used to refer to change that 

i s brought about i n someone's behaviour i t usually implies that 

there i s a lack of conscious awareness on the part of the ind iv 

idual involved. This i s the point Vesey makes when he discusses 

the example of the man who slowly acquires the a b i l i t y i n a 

laboratory to contract his own eye muscles. Even i n th is example, 

which appears to be a case of learning to do something at w i l l , 

on close examination i t i s seen to be a process of associating 

s t imul i and responses. I f somebody says that he was conditioned 

i n childhood to behave i n a certain way i t usually implies that 

the par t icular responses i n question are automatic, lacking at the 

time understanding or conscious awareness. 

lA G. Vesey, "Conditioning and Learning", i n R.S. Peters (ed . ) , 
op. c i t . (1967), p. 61 . 
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Attempts to make the concept clearer have also been made 

by contrasting learning wi th concepts l i k e development, growth 

or maturi ty . For the purposes of drama i t might be thought that 

such an analysis might be i l luminat ing for as has previously been 

described there has been a s ign i f ican t move from t a l k of devel

opment to t a l k of learning through drama. What process then 

would be called growth, development or maturity but would not 

normally be described as learning? The most obvious use of the 

term growth i s i n the case of physical growth of the human body. 

A c h i l d can grow to s u f f i c i e n t height to reach a biscui t t i n on 

a shelf but the term learning would only be applied i f , fo r 

example, he found that by standing on a chair he could reach the 

shelf . People grow, mature or develop physically but these terms 

are also applied to the characteristics of personality. I t i s 

common to speak of individuals developing more patience or to l e r 

ance or growing i n s ens i t i v i ty ; to speak of learning such personal 

qua l i t i es tends to imply more e f f o r t or d i f f i c u l t y was involved 

on the part of the learner. 

By contrasting learning wi th related concepts i t i s clear to 

see how intent ion emerges as a c r i t e r i on of learning. I t i s t h i s 

aspect of the concept which now needs more careful consideration. 

I n an a r t i c l e en t i t l ed "Cr i t e r i a of Learning and Teaching", 

Fleming has contributed to the debate which attempts to demarcate 

these two concepts more precisely. He makes i t clear i n his 

discussion that he i s pr imar i ly concerned wi th intent ional 

learning, although he wishes to acknowledge the fac t that learning. 
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" i s sometimes done without the in tent ion of doing so".-^^ The 

reason fo r t h i s concern i s not to disparage unintentional 

learning but because i t s characterisation must depend upon that 

of in tent ional learning. When he o f fe r s conditions fo r the 

application of the concept he includes readiness on the part of 

the learner, motivation and mastery. For the purposes of th i s 

discussion the motivation c r i t e r i o n i s the one which i s pa r t i c 

u l a r l y in te res t ing . He explains the reason for i t s inclusion: 

"Negatively, i t i s the function of the motivational 
condition to ru le out altogether from the range of 
application of the concept of learning any changes 
which come about solely through maturation. Posit
i v e l y , i t s funct ion i s to d i f f e r en t i a t e the process 
of cognitive development from the processes which 
lead to physical maturity; fo r there i s characteris
t i c a l l y an element of voluntariness i n the learner's 
engaging i n the processes which may be intermediate 
between his not having mastered the X and his having 
mastered i t , whereas there i s no such element i n his 
maturation."16 

Although, as pointed out ea r l i e r , motive and intent ion are 

not iden t ica l concepts, by including motivation as a c r i t e r i o n of 

learning Fleming builds i n the notion of in tent ion, fo r the 

motivational condition has wi th in i t s range "the many factors i n 

B's experience any of which i n a given case could bring him to 

t r y to master what he i s ready to m a s t e r " . T h e s e factors he 

suggests include intending to master X because he i s interested. 

15 K.G. Fleming, "Cr i t e r i a of Learning and Teaching", Journal of 
Philosophy of Education (Vol . 14, No. 1 , 1980), p . 40. 

16 i b i d . , p . A3. 

17 i b i d . , p . 43. 
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intending to resolve cognitive c o n f l i c t s , intending to remove 

apprehended discrepancies and so on. What Fleming's analysis 

of in tent ional learning i n part reveals i s tha t , as might be 

expected, in tent ion i s involved i n the c r i t e r i a . This may seem 

to suggest that his comments are t r i v i a l which i s not the case: 

as suggested, there are other aspects to the concept i d e n t i f i e d 

which are less relevant to th i s discussion. The point i s rather 

to question his claim that the characterisation of unintentional 

learning must depend on that of intentional learning, to question 

moreover whether the simple d i s t inc t ion between intent ional and 

unintentional learning i s an adequate representation of the 

nature of learning. 

Before considering that question, i t i s worth making the 

point that an exploration of learning on a basis of l i ngu i s t i c 

usage alone although valuable i n that i t may bring c l a r i t y to 

the use of concepts may also have l imi ta t ions and force unneces

s a r i l y narrow conceptions of the nature of learning. By 

dist inguishing learning from maturation on the basis of in tent ion , 

school learning i s i n danger of being narrowly res t r ic ted i n 

unhelpful ways. How we use ' learning' w i l l largely depend on 

the context and our par t icular purpose. I t may be argued that i t 

i s r e l a t i v e l y easy to provide evidence of uses of learning which 

show that unintentional learning i s a meaningful not ion, that i t 

makes sense to speak of young children learning language, although 

they do not have the intent ion to do so. On the other hand, we 

may want to dis t inguish f i r s t from second language acquisi t ion by 
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saying one was learned, the other jus t picked up. Often, what 

purports to be simple descriptive analysis of the way concepts 

are used i s i n fac t disguised prescription because i n our 

descriptions we usually have a part icular range of purposes fo r 

which words are used i n mind, Problons arise from seeking 

greater c l a r i t y i n concepts by appeal to usage than our actual 

use of language allows. Analyses i n philosophy of education 

which proceed on t h i s basis of establishing necessary and 

s u f f i c i e n t conditions fo r the use of concqpts l i k e learning seem 

to demand a r i g i d i t y about our use of language that the la te r 

Wittgenstein challenged. I n the name of the philosophical 

•revolut ion ' inspired by Wittgenstein such procedures seem more 

l i k e a betrayal of his view of the nature of language. That 

does not mean to say, of course, that attempts to reveal the 

i m p l i c i t rules which govern our use of terms cannot be given 

some expl icat ion. Even i f an analysis of learning were to admit 

a d i s t i nc t ion between intent ional and unintentional learning 

such an analysis would have l i t t l e to say about whether uninten

t iona l learning i s important or relevant to a process of formal, 

public education. 

I t i s at th i s point that the discussion may be usefu l ly 

related to drama. A large part of the learning of young children 

i s l i k e l y to take place during play, when the children are 

engrossed i n what they see as enjoyable fun . I t would not be 

h e l p f u l to engage i n a discussion here on the complex r e l a t i on 

ship between play and drama as i t i s seen by d i f f e r e n t exponents 
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but su f f i ce i t to say that there i s common agreement that children 

i n drama w i l l more l i k e l y see themselves as playing rather than 

learning* I n discussing stages of learning i n dramatic a c t i v i t y 

Bolton makes the po in t , "This notion of learning i s very much a 

teacher 'Sy not his pupils* view of dramatic a c t i v i t y " . I n both 
19 20 Learning Through Drama and Drama Guidelines the question i s 

not considered d i r e c t l y but i t i s clear from descriptions of 

lessons that t h i s i s so. 

For t h i s reason the type of discussion of learning undertaken 

by Dunlop which challenges the intent ional c r i t e r i o n , and the 

general insights i n t o the nature of learning which can be drawn 

from the work of Polanyi are of part icular importance to teachers 
21 

of drama. I t goes without saying that what these wri ters have 

to o f f e r i s l i k e l y to be important to a l l teachers but the applic

ation to drama i s perhaps more urgent because the teaching of the 

subject i s to a large degree undertaken wi th an i m p l i c i t conception 

of unintentional learning. There may, of course, be times when 

the pupils w i l l have a d i f f e r e n t conception of the process i n 

which they are involved but more l i k e l y they w i l l see thooaselves 

as playing, doing drama or performing. 

Dunlop, i n his discussion of learning, draws attention to 

phenomenological considerations which support his argument f o r the 

18 G. Bolton, op. c i t . (1979), p . 51. 

19 L . McGregor et al.# Learning Through Drama (Heinemann, 1977). 

20 C. O 'Nei l l et a l . . Drama Guidelines (Heinemann, 1976). 

21 M. Polanyi, Personal Knowledge (Routledge and Kegan Paul, 1958) 
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importance of taking in to account the unintentional aspect of 

learning. Examination of the experience of learning provides a 

challenge to some of the analyses of learning wi th which he 

quarrels. He wants to make a d i s t inc t ion between deliberate 

attempts to learn and learning i t s e l f , a d i s t inc t ion which i s 

c r u c i a l . He considers scane fami l ia r experiences of learning 

such as the deliberate memorising of a poem or learning of a 

piece of music and suggests that the a c t i v i t i e s associated wi th 

such undertakings are f u l l y intent ional actions or ig inat ing i n 

and authorised by the focal self but he goes on to say, 

"At some point the in tent ional a c t i v i t y of the focal 
self has to give place to something else. No learning 
w i l l take place unless the material i s accepted or 
taken i n by lower layers of the psyche. This can be 
c lear ly seen when we r eca l l that we frequently break 
o f f our rehearsals wi th the material only very imper
f e c t l y mastered, yet , on returning to i t a f t e r an 
i n t e r v a l , we f i n d that we can reproduce a great deal 
more than we had expected. Something has c lear ly 
been going on i n the inter im period."22 

What Dunlop i s arguing i s not so much i n favour of the 

notion of unintentional learning, but rather against the sugges

t i o n that learning i s en t i re ly something one does, an action i n 

the f u l l y in tent ional sense. He at tr ibutes th i s mistaken view 

to a Cartesian conception of man which encourages a misleading 

p o l a r i t y between action and passion. (By passion here he means 

the state of being acted upon as opposed to being ac t ive ) . Some 

events involving persons are not i n t e l l i g i b l e purely i n terms of 

22 F. Dvinlop, "Human Nature, Learning and Ideology", B r i t i s h 
Journal of Educational Studies (Vol . XXV, No. 3, October 
1977), p . 2A6. 
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action or passion but i n terms that involve a mixture of both. 

"We should wean ourselves away from thinking of a 
human being as made up of two sharply d i s t i nc t 
things - a body and a mind; i t i s nearer the t r u t h 
to say that he i s best understood i n terms of a 
series of ' layers ' or ' l eve l s ' of being not sharply 
marked o f f from each other, from the purely veget
able l i f e which i s a l l that remains i n the comatose 
v i c t i m of a road accident, to the level of f u l l y 
conscious and in tent ional response to moral and 
other s p i r i t u a l values."23 

He argues that learning has both an active and passive 

aspect to i t : "the passive side of learning i s i t s e l f highly 

important since a great deal of what i s ever learnt i s unspecif-

iab le , and hence has to be picked up or acquired at a less than 

f u l l y conscious l e v e l " . I t i s important to dist inguish between 

deliberate attempts to learn and learning i t s e l f because although 

the former can be made subject to the w i l l , the l a t t e r cannot. 

Not a l l learning i s necessarily preceded by attempts to learn. 

On th i s basis Dunlop would describe learning not so much as an 

a c t i v i t y but as a process, because the l a t t e r concept retains 

the passive element. 

I t i s perhaps easier to grasp what Dunlop i s saying i f the 

notion of understanding i s introduced. The relationship between 

these concepts w i l l be explored more f u l l y la ter but reference 

to understanding w i l l help here. Imagine the difference between 

the rote learning of facts and the understanding of an obscure 

23 F. Dunlop, op. c i t . , p . 240. 

2A i b i d . , p . 245. 
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poem as occupying two ends of a learning continuum. The de l ib 

erate act of memorising appears to be under our f u l l y conscious 

control (although DunlQp would argue that i t i s not) but i t i s 

much clearer to see that although i t i s possible to set about 

understanding the poem, the process of coming to an understanding 

of i t must include things l i k e a response to associations, 

al lusions, imagery, which can only be ar t iculated a f t e r some 

understanding of these has taken place. 

In his discussion of learning and teaching Oakeshott also 

places a central importance on that aspect of learning of which 

the learner i s never f u l l y consciously a w a r e . H e suggests 

that a process of learning facts or information must be accom

panied by what he ca l l s judgement. Information alone never 

constitutes the whole of what we know. To i t must be added 

knowledge which allows us to interpret i t , to decide an i t s 

relevance, etc. * Knowing how* must be added to the * knowing what' 

of information. He explains judgement as fol lows: 

"By 'judgement' I mean the t a c i t or i m p l i c i t com
ponent of knowledge, the ingredient which i s not 
merely unspecified i n propositions but i s unspec-
i f i a b l e i n propositions. I t i s the component of 
knowledge which does not appear i n the form of 
rules and which, therefore, cannot be resolved 
in to information or itemized i n the manner char
ac te r i s t i c of information."26 

25 M. Oakeshott, "Learning and Teaching", i n R.S. Peters ( ed . ) , 
op. c i t . (1967). 

26 i b i d . , p . 167. 
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The work of Polanyi can also be enlisted to support th i s 

general conception of learning. He argues that there i s a t a c i t 

component i n a l l knowledge. He does not direct his attention 

pr imar i ly to educational concepts but his general philosophical 

posi t ion has relevance here. In a detailed argument couched i n 

terms of t r ad i t i ona l s c i e n t i f i c discoveries and concepts, he 

questions the notion of objectivism which attempts to deny the 

personal par t i c ipa t ion of the knower i n a l l acts of understanding, 

a view which i s i m p l i c i t i n many approaches.^'^ He argues that 

there i s a t a c i t or i m p l i c i t dimension to a l l knowing which 

cannot be specified or ar t icula ted. He i den t i f i e s examples of 

t a c i t knowing where the subject i s not e x p l i c i t l y aware of what 

he knows. 

This stress on a t a c i t dimension of knowing means that 

learning can never be en t i re ly e x p l i c i t . The a b i l i t y to integrate 

and apply knowledge i s largely a t a c i t process; 

" . . . owing to the ul t imately t a c i t character of a l l 
our knowledge, we remain ever unable to say a l l that 
we know, so also, i n view of the t a c i t character of 
meaning, we can never quite know what i s implied i n 
what we say."29 

The strength of these various views can be vindicated by 

considering the case of language learning and the acquisit ion of 

concepts. There has been a considerable number of publications 

which have stressed the important relevance fo r education of the 

27 See i n par t icular Part One of Personal Knowledge, op. c i t . (1958). 

28 i b i d . . Part Three. 

29 i b i d . , p . 95. 
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rea l i sa t ion of the relat ionship between language and learning, 
30 

that learning a subject i s a process of acquiring concepts. 

Consequently there have been recommendations about the importance 

of exploratory t a l k to allow the expression and development of 

concepts and various warnings about the l imi ta t ions of a reliance 

on a transmission model of teaching. I m p l i c i t i n these views 

i s an awareness that language and concepts are not acquired i n 

a f u l l y in tent ional manner. 

The discussion then points to the fac t that a simple repres

entation of learning as being a purely intent ional a c t i v i t y may 

be misleading. I t i s easy to see why th i s view should emerge 

because character is t ica l ly learning i n schools, pa r t i cu la r ly 

secondary schools, takes place because pupils deliberately set 

about learning tasks i n various subjects. Now i t i s one thing 

to claim that there i s a t a c i t component i n learning which must 

be acknowledged but i t i s another matter to suggest that i t i s 

the t a c i t component which i s of central importance, which would 

seem to be the case i n much drama work which does not make the 

learning e x p l i c i t . When learning i s applied to drama, i n many 

cases i t refers to what may be described as a more natural process 

of learning and here may l i e one of the subjectfe strengths i n 

that i t i s harnessing a natural propensity to learn. But there 

remains the problem; that i n an educational context the learning 

must i n some sense be subject to public scrutiny. One answer, of 

30 D. Barnes, From Communication to Curriculum (Penguin, 1976) 
and J . B r i t t o n , Language and Learning (Penguin, 1970). 
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course, would be to suggest that the teacher has a clear view of 

the intended learning but i t w i l l be argued that t h i s again would 

exclude much of what claims to be learning i n drama. To explore 

th i s question more f u l l y i t w i l l be necessary to consider H i r s t ' s 

second c r i t e r i o n fo r learning which was the specif icat ion of a 

par t icu la r end state. 

( i v ) Objects of Learning 

Attention must now turn i n th is discussion to 'objects of 

learning' and i n the context of drama to the question, 'what i s 

i t that the pupils are said to be learning?' I t was suggested 

that the answer to th i s question would influence the at t i tude 

which might be taken to the notion of unintentional learning. 

This i s so because even i f one accepts that there i s a t a c i t , 

i ne f fab le element i n a l l learning and knowledge, i t would be 

strange to teach the use of a lathe i n metal work (or a geo

metrical problem or many other components of the curriculum) on 

the basis that the pupils did not have the intent ion to learn 

the par t icular s k i l l i n question. In Dunlop's terms even i f the 

actual learning has an unintentional aspect, i t makes sense i n 

t h i s case that the pupils must set about learning before they 

actually learn; i t would be wrong to deny that there i s a t a c i t 

component i n the acquisi t ion of s k i l l s , (Polanyi has demonstrated 

th i s f ac t at some length) , i t i s just to say that the nature of 

what i s to be learned i s l i k e l y to determine the nature of the 

learning and common sense dictates that i n many cases the learning 
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takes place because the pupils set about the par t icular learning 
i n question. In contrast to learning to use a lathe however, i n 
drama the pupils may be learning to improvise or may be learning 
about dramatic structure without consciously seeing themselves 
as doing so, a point to which th i s discussion w i l l re turn . 

As wel l as being important to the nature of the learning 

process, what i s learned w i l l also be v i t a l to the teacher. 

Although in tent ion may be rejected as a necessary c r i t e r i o n fo r 

learning i t was r i g h t l y taken as an important component i n 

teaching: education cannot proceed wi th a combination of uninten

t i ona l teaching and unintentional learning which would allow so 

much to chance, although i t may be said i n passing that many 

approaches to drama have proceeded on th is basis. 

This section then w i l l be concerned wi th the central question, 

'what i s i t that pupils are said to be learning i n drama?', but 

that discussion w i l l also extend in to the next section on learning 

and understanding fo r i t w i l l be argued that to think i n terms of 

objects of learning may i n i t s e l f be misleading. But before that 

assertion can be made, at tention must be given to candidates 

which present themselves as possible objects of learning i n drama. 

To claim that the purpose of drama i s fo r learning i s i n 

i t s e l f to say l i t t l e that i s very informative. Part of the 

reason i s the mul t i fa r ious way i n which the term learning i s used. 

I t i s possible to speak of learning the twelve times table , 

learning to walk, learning how to r ide a bicycle , learning to be 
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punctual, learning to read poetry, learning that Paris i s i n 

France or (mistakenly) that Paris i s i n Spain. I n the context 

of i t s use i n drama there i s a s ign i f ican t difference from other 

subjects i n that although i t i s common to speak of learning 

French, History, Physics or whatever, i t i s normally a question 

of learning through drama. 

I s learning i n drama concerned wi th the acquisit ion of 

knowledge? The question i n that form i s rather too wide and 

needs to be narrowed. This i s not just because the notion of 

knowledge i s i t s e l f wide which must, fo r example, include at the 

least both prepositional knowledge, knowledge that . . . as wel l 

as procedural, knowledge how . . . but the answer may depend on 

how knowledge i s seen to re la te , however vaguely, to the notion 

of learning. This w i l l become clearer i f consideration i s given 

to two answers given by philosophers to the question whether 

learning i t s e l f should be conceived as the acquisit ion of know

ledge. Scheff ler , f o r example, argues that educational notions 

l i k e learning and teaching extend outside the mere acquisi t ion 

of knowledge to include also, "habits, t r a i t s , propensities of 
31 

one or another sor t , and attainments". ^ In contrast, Hamlyn 

bases his a r t i c l e "Human Learning" on the view that learning i s 

the acquisi t ion of knowledge thereby excluding the formation of 

habits by what would more accurately be described as conditioning 

i n order to answer objections that his conception of learning i s 

too narrow. He continues. 

31 I . Scheff ler , Conditions of Knowledge (Chicago, University of 
Chicago Press, 1965), p . 106. 
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"An objection of a d i f f e r e n t kind to my association 
of learning wi th knowledge would be that there are 
forms of learning i n which the end of the learning 
i s not i n fac t knowledge. We can, a f t e r a l l , learn 
to see things i n new ways, to accept things, to 
appreciate things, and so on. Does th i s learning 
involve new knowledge?"32 

Hamlyn*s answer to the question i s that knowledge enters in to the 

picture somehow i n ind i rec t ways. 

I I I f I have learned to love scmeone, rather than 
merely come to love them, my love follows upon and 
exists i n v i r t u e of what I have come to know«"33 

Although Hamlyn does not take the discussion at th i s point any 

f u r t h e r , his answer i s in teres t ing i n that i t would seem to point 

t o the inclusicm of a t a c i t dimension, the knowledge i n question 

would not be f u l l y conscious. 

I n the context of drama, the teacher may fo r a series of 

lessons have the f a i r l y simple objective that the pupils learn to 

co->operate wi th each other. I t could be argued, i n the way Hamlsm 

does, that the pupils are i n a sense acquiring knowledge but t h i s 

does not help make d is t inc t ions which would be useful f o r the 

discussion i n hand. 

What might be more useful would be to re la te the question of 

what pupils might be said to be learning i n drama to H i r s t ' s 

f a i r l y c lear ly defined approach to curriculum j u s t i f i c a t i o n . The 

question now becomes more narrowly defined; i s learning i n drama 

32 D.W. Hamlyn, "Human Learning", i n R.S. Peters ( ed . ) , op. c i t . 
(1973), p . 180. 

33 i b i d . , p . 180. 
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concerned with forms of knowledge as, for example, i d e n t i f i e d by 

Hi r s t ? I t i s c l e a r that h i s approach has had a s i g n i f i c a n t 

influence on curriculum theory so that the question i s quite an 

important one. 

In h i s now wel l known " L i b e r a l Education and the Nature of 

Knowledge", H i r s t defines the forms of knowledge as "not c o l l e c 

tions of information, but the complex ways of understanding 

experience which man has achieved, which are public l y s p e c i f i a b l e 

and which are gained through l e a r n i n g " . T h e distinguishing 

features for the forms of knowledge are i d e n t i f i e d as (1) they 

involve central concepts peculiar to the p a r t i c u l a r form, (2) each 

has a d i s t i n c t l o g i c a l structure, (3) each form has d i s t i n c t i v e 

expressions that are testable against experience i n accordance 

with p a r t i c u l a r c r i t e r i a , (A) the forms have developed p a r t i c u l a r 

techniques and s k i l l s for exploring experience and test i n g t h e i r 

d i s t i n c t i v e expressions. I t should be said that H i r s t ' s argument 

has been widely c r i t i c i s e d , revised and c r i t i c i s e d again and has 

thereby subject to much detailed scrutiny although, as Smith has 

pointed out, the theory continues to be i n f l u e n t i a l . Smith's 

own c r i t i c i s m of H i r s t ' s theory points out serious confusion i n 

H i r s t ' s treatment of knowledge, truth, meaning and o b j e c t i v i t y . 

I do not propose to summarise these trenchant c r i t i c i s m s which 

3Z, p. H i r s t , " L i b e r a l Education and the Nature of Knowledge", i n 
P. H i r s t , Knowledge and the Curriculum (Routledge, 1974), p. 
38. 

35 R.D. Smith, " H i r s t ' s Unruly Theory: Forms of Knowledge, Truth 
and Meaning", Educational Studies (Vol. 7, No. 1, 1981). 
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have been advanced against h i s theory. S u f f i c e i t to say that 

i n seeking for a j u s t i f i c a t i o n for drama on the curriculum t h i s 

i s not provided by the forms of taiowledge view. 

That t h i s i s the case can be seen by considering the four 

c r i t e r i a i d e n t i f i e d by H i r s t (for i t i s d i f f i c u l t to see how 

they can r e l a t e to drama) but i t can be seen even more c l e a r l y 

by considering H i r s t ' s a r t i c l e , " L i t e r a t u r e and the Fine Arts as 

a Unique Form of K n o w l e d g e " . O f the seven d i s t i n c t forms of 

knowledge o r i g i n a l l y i d e n t i f i e d by H i r s t presumably drama would 

have to come into the category of l i t e r a t u r e and the f i n e a r t s 

but i t i s c l e a r that Hirst i s concerned with a r t as an object 

of knowledge not with aesthetic experience as a form of knowing, 

" I am not concerned with the experience of coming 
to know, or of knowing as a form of seeing, thinking, 
or being acquainted with ... I t i s rather the sense 
i n which there i s a content communicated i n a r t i s t i c 
expressions, and the legitimacy of talking here about 
knowledge of a prepositional or statement kind that 
I wish to pursue."37 

Thus i f drama were concerned primarily with the study of te x t s , 

with p u b l i c l y accessible a r t forms there might be some grounds 

for looking to H i r s t ' s theory for support for j u s t i f i c a t i o n , 

although i t would be d i f f i c u l t to come to terms with h i s view 

that a r t can be construed i n terms of prepositional knowledge. 

At the moment, however, drama i s widely conceived as experience 

rather than j u s t the appreciation of a r t forms. C e r t a i n l y the 

36 P. H i r s t , " L i t e r a t u r e and the Fine Arts as a Unique Form of 
Knowledge", i n P. H i r s t , op. c i t . (1974). 

37 i b i d . , pp. 153-4. 
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reading and understanding of texts might be considered to be part 

of drama's concern j u s t as drama might be used to teach other 

subjects, but c l e a r l y these are only two aspects of the way drama 

i s used i n schools. 

H i r s t ' s theory has provoked both reverence and strong oppos

i t i o n . While I have not thought i t valuable to discuss h i s 

argument i n d e t a i l , i t i s useful to consider i n general terms 

the growth of h i s and sim i l a r ideas. They can be seen as an 

attempt to r e i n s t a t e the public element i n education as opposed 

to the emphasis on experience given by progressives. The public

ation Perspectives on Plowden edited by Peters puts many of these 

ideas into a c l e a r context because i t i s so d i r e c t l y and trenchantly 

c r i t i c a l of the excesses of the progressive t h e o r i s t s . I t quotes 

i n a fron t i s p i e c e the following, 

"The school of experience i s not school at a l l , not 
because no one learns i n i t but because no one teaches. 
Teaching i s the expedition of learning; a person who 
i s taught learns more quickly than one who i s not."38 

S i m i l a r l y The Logic of Education was concerned to emphasise the 

public modes of experience and thereby provide "a much needed 

r e c o n c i l i a t i o n between the subject-centred and child-centred 
39 

approaches to education". 

The publications mentioned along with many others^^ were con

cerned to preserve the insights gained from the progressives while 

38 R.S. Peters (ed.). Perspectives on Plowden (Routledge, 1969). 
The quotation i s by B.F. Skinner. 

39 P. H i r s t and R.S. Peters, The Logic of Education (Routledge, 
1970), p. i x . 

40 I n p a r t i c u l a r , R.S. Peters, E t h i c s and Education ( A l l e n and 
Unwin, 1966). 
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re s t o r i n g more of a balance, 

" I t was understandable about forty years ago that 
reformers should proclaim that 'education i s growth' 
or that children should be encouraged to learn from 
experience; for there was a great deal wrong, both 
morally and psychologically, with the old elementary 
school t r a d i t i o n ... I f , however, an educational 
theory i s developed decades l a t e r out of such a 
corrective emphasis without due account being taken 
of other aspects of the educational si t u a t i o n , a 
very one-sided and misleading set of b e l i e f s can 
emerge. My contention i s that t h i s has happened 
with the Plowden report."41 

The p a r a l l e l s with drama are i n t e r e s t i n g . Deverall has 

r i g h t l y pointed out that Way's book, published i n the same year 

as the report, "presents a p a r t i c u l a r application of some of the 

general p r i n c i p l e s underlying the Plowden Report. Both were 

representative of a trend or movement i n education whose fortunes 

were high at that time". The d i s s a t i s f a c t i o n with progressive 

approaches i s r e f l e c t e d i n w r i t e r s on drama who began to question 

what were seen as rather aimless practices i n drama i n the name 

of self-expression. Allen, when discussing what he c a l l s the 

"Primary School Revolution" i n favourable terms s t i l l has t h i s 

comment: 

"Insofar as teachers of a r t and drama have recently 
tended to i d e n t i f y themselves with progressive rather 
than formal methods i n the classroom, they must accept 
some of the pr e v a i l i n g c r i t i c i s m . The chaos that I 
have often seen i n a drama c l a s s exasperates me quite 

41 R.S. Peters (e d . ) , op. c i t . (1969). 

42 J . Deverall, Preview of G. Bolton's Towards a Theory of Drama 
i n Education i n London Drama (Vol, 6, No. 1, Autumn 1979), 
p. 4. 
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as much as the boredom that so often p r e v a i l s i n 
the formal classroom."^3 

Chaos i n classroom p r a c t i c e can be avoided by imposing structures 

of one kind or another but do not n e c e s s a r i l y guarantee that any

thing worthwhile i s going on. I f the forms of knowledge theory 

does not provide a s u f f i c i e n t j u s t i f i c a t i o n , how do teachers 

avoid t h e o r e t i c a l chaos? 

Another way of considering the question i s to ask whether the 

intended learning i n drama can be stated as prepositional know

ledge i f not before the lesson perhaps afterwards. I t should be 

noted here that the concern i s not primarily whether the lesson 

has been successful and hence whether any actual learning has 

taken place (important though t h i s question i s ) . Drama teachers 

are often concerned with how they can assess that learning has 

taken place without always facing the central question, do they 

or should they always know what i t was intended that the pupils 

should learn? The former question may often seen impenetrable 

because the l a t t e r question has not been given enough attention. 

(As regards assessment, teachers of drama are not alone i n having 

problems for the important learning areas i n any subject may w e l l 

be those which are d i f f i c u l t to assess; I have i n mind true 

h i s t o r i c a l or mathematical understanding which accompanies the 

learning or true l i t e r a r y appreciation rather than the manipul

ation of s u p e r f i c i a l l y acquired i d e a s ) . 

43 J . Allen, Drama i n Schools; I t s Theory and P r a c t i c e (Heineman, 
1979), p. IT. ~ 
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I t may seem strange to suggest that the learning areas i n 

drama might be i d e n t i f i e d a f t e r the lesson. What I have i n mind 

are the kind of propositions i d e n t i f i e d by Bolton when he iden

t i f i e s attitudes at the s t a r t of the drama, "police are the 

enemy" and "we t r u s t t h i s leader without question" and contrasts 

those with f i n a l attitudes as a d i r e c t r e s u l t of the drama, "a 

policeman i s a man with a home and a family" and "we should have 

questioned!"^^ The question as to whether the intended learning 

(intended here on the part of the teacher) can be made e x p l i c i t 

i n propositions i s an important one. One could imagine that a 

sort of 'post syllabus' could be drawn up after a course to 

id e n t i f y the learning areas which would make the whole question 

of j u s t i f i c a t i o n more e x p l i c i t and public. A t t r a c t i v e though 

t h i s p o s s i b i l i t y might sound i n terms of providing a c l e a r j u s t 

i f i c a t i o n for the subject for scrutiny, i t would not adequately 

r e f l e c t the pr a c t i c e of many teachers of the subject. There may 

be some cases where teachers might be able to reduce the intended 

learning to propositions but not a l l drama i s of t h i s kind. Many 

of Bolton's lessons would not be e a s i l y subject to t h i s treatment 

neither would most of the lessons described i n Drama as a Learning 

Medium. 

44 G. Bolton, op. c i t . (1979), p. 41. 

45 B.J. Wagner, Dorothy Heathcote; Drama as a Learning Medium 
(Washington D.C., National Education Association of the 
United S t a t e s , 1976). 
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Although prepositional knowledge cannot be said to provide 

an adequate account of learning i n drama, procedural knowledge 

must be seen to have a ce n t r a l r o l e . Almost a l l exponents of 

drama acknowledge that they are concerned with the fac t that 

pupils should gain "mastery of the process i t s e l f " ^ ^ , that drama 

should involve "learning about form".^^ One question which needs 

consideration and i s often ignored i s whether t h i s learning w i l l 

be made e x p l i c i t or w i l l be t a c i t l y acquired i n the drama process. 

Although t h i s i s an important question for the teacher i n terms 

of teaching method (and w i l l be discussed i n a future paper on 

meaning i n terms of the way form influences meaning) for the 

purpose of the present discussion i t i s enough to say that such 

learning i s a form of procedural knowledge which can be i d e n t i f i e d 

by the teacher. 

A more important point to make here i s that t h i s learning 

cannot be considered the sole purpose of the drama for one would 

be tempted to ask what the point i s . Indeed, exponents of drama, 

although they see form as being important, do so i n as much as i t 

r e l a t e s to other types of learning i n the drama. I n answer to 

the question, 'what are the pupils learning i n drama?* the answer 

may come 'they are learning to do drama' and while that answer 

i s accurate and may determine the nature of whatever e l s e i s 

being learned i t can only be considered part of what i s happening. 

46 L. McGregor et a l . , op. c i t . (1977), p. 51. 
47 G. Bolton, op. c i t . (1979), p. 114. Perhaps t h i s statement 

needs q u a l i f i c a t i o n . There was a period when teachers were 
trained to deny the 'how' of drama and the view s t i l l l i ngers, 
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Another possible answer to the question i s to avoid the 

s p e c i f i c a t i o n of the learning because of the subjective nature 

of knowledge. This would be to use i n a f a i r l y extreme way the 

tyipe of thinking which has emerged i n writing about the 'new 

sociology of education' which Pring has u s e f u l l y summarised i n 

h i s chapter 4 of "Knowledge and Schooling".^8 xhis i s the view 

which sees knowledge as being s o c i a l l y constructed, ongoing and 

changing through s o c i a l i n t e r a c t i o n and which appears to have 

sOTie influence on the way some exponents think about drama i n 
49 

education. This perspective challenges the treatment of know

ledge as a commodity to be handed on to passive r e c i p i e n t s and 

stre s s e s the r o l e of the learner i n determining what s h a l l count 

as knowledge, thus emphasising the e s s e n t i a l l y ideological nature 

of the whole enterprise. I do not propose to give a detailed 

account of 'subjective knowing' (Pring's chapter i d e n t i f i e s the 

relevant reading), but i t i s worth considering some of Pring's 

reservations, having i d e n t i f i e d some po s i t i v e aspects of the 

approach: 
"Despite these areas of agreement, and despite the 
welcome I r e a d i l y extend to anyone who questions 
the r e i f i c a t i o n of s o c i a l r e a l i t y (e.g. treating 
d i s c i p l i n e d ways of thinking as ' d i s c i p l i n e s ' ) or 
who c r i t i c i s e s the disconnection of product from 
the mode of the production or who i n s i s t s upon 
respect for the a l t e r n a t i v e ways of looking at 
things introduced to school by the pupil, the more 

48 R. Pring, Knowledge and Schooling (Open Books, 1976). 

49 I n p a r t i c u l a r , the authors of Learning Through Drama, op. 
c i t . (1977). 
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extravagant claims that accompany such excellent 
points seem to me simply mistaken. There i s a 
sense i n which knowledge i s independent of indiv
idual knowers and there are l i m i t s to the degree 
to which i n d i v i d u a l s can seek to 'redefine know
ledge' or to 'negotiate meaning'."50 

Pring wishes to argue against the adoption of extreme 

r e l a t i v i s t views. The phrase i n t h i s quotation, "There i s a 

sense i n which ..." means that the author does not here go into 

the i n t r i c a c i e s of the epistemological questions involved. 

Polanyi would argue, for example, that knowledge i s not indep

endent of the act of knowing and would characterise the 

expression "p i s true" as being an act of assertion: "The 

misleading form of the expression 'p i s true' which disguises 

an act of commitment i n the form of a sentence stating a f a c t 

leads to l o g i c a l paradoxes".^^ B a s i c a l l y Polanyi's general view 

supports what Pring has to say for i n discussing the personal 

mode of knowing he warns against extreme s u b j e c t i v i t y from the 

s t a r t . There i s , he says, a personal p a r t i c i p a t i o n of the 

knower i n a l l acts of understanding. But t h i s does not make our 

understanding subjective. "Comprehension i s neither an a r b i t r a r y 

act nor a passive experience, but a responsible act claiming 
CO 

u n i v e r s a l v a l i d i t y " . 

I t seems c l e a r from what various w r i t e r s say that theories 

which s t r e s s s u b j e c t i v i t y are i n danger of being misinterpreted. 

I n discussing the relevance of Kierkegaard's thought on education, 

Pojman discusses the importance of the idea that whatever i s known 

50 R. Pring, op. c i t . (1976), p. 70. 
51 M. Polanyi, op. c i t . (1958), p. 254. 
52 i b i d . , p. v i i . 
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must be known i n a way appropriate to the knower and i n t h i s 

respect only what i s 'personally appropriate' i s t r u l y known. 

He also comments, however, that Kierkegaard has been accused 

of subjectivism based on a misunderstanding of the epigram 

• s u b j e c t i v i t y i s truth': 

" I t i s not at a l l the case that my s u b j e c t i v i t y 
determines objective truth, but i t i s simply that 
s u b j e c t i v i t y i s the only way to approach the truth 
or to understand the truth."53 

What relevance does a l l t h i s have to drama and i n p a r t i c 

u l a r to the present question about defining the learning which 

takes place? I n one sense the s t r e s s on subjective knowing^^ 

strengthens the case for drama for i t i s i n the nature of the 

subject that the p a r t i c i p a n t s be a c t i v e l y engaged i n the process. 

I t w i l l also have relevance to the f a c t that drama w i l l be 

valuable i n the teaching of other subjects as a way of gaining 

the personal engagement necessary with the material i n hand. 

But the problem with drama as a subject i n i t s own r i g h t renains. 

I t i s the public element of the whole process which remains a 

problem. I t may be that some educationists i n r e i n s t a t i n g the 

objective component i n the curriculum against the excesses of 

scane child-centred t h e o r i s t s do not take s u f f i c i e n t account of 

53 L.P. Pojman, "Kierkegaard's theory of s u b j e c t i v i t y and educa
ti o n " , i n B. C u r t i s and W. Mays ( e d s . ) . Phenomenology and 
Education (Methuen, 1978), p. 9. 

54 For a more det a i l e d account of the idea of " s u b j e c t i v e know
ing" than given here see R. Pring, op. c i t . (1976), p. 67ff. 
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the importance of the act i v e p a r t i c i p a t i o n of the learner but i t 

does not seem to be enough to say that the teacher i s providing 

opportunities for a personal, subjective, coming to terms with 

e x p e r i e n c e . W h a t i s i t that the teacher i s teaching? 

So f a r the discussion, l i k e many analyses of learning has 

begun from the notion of 'learning x' and has attempted to e s t 

a b l i s h what i t i s to which that x might possibly r e f e r . Although 

c e r t a i n s k i l l s w i l l be learned i n drama i t seems that any attempts 

to e s t a b l i s h learning e n t i r e l y i n terms of propositions does not 

r e f l e c t the way many teachers of drama approach the subject. 

Neither i s i t necessary to argue that learning i s an inappropriate 

concept to apply. What i s needed i s a consideration of a l t e r 

native notions of learning. 

(v) Learning and Understanding 

I t has been suggested that to make sense of many of the 

claims for learning i n drama i t i s necessary to acknowledge cases 

of learning where the object of learning i s not specified i n 

propositions. I n t h i s section i t w i l l be argued that i n f a c t 

attempts to be s p e c i f i c i n t h i s way about what i s being learned 

may be to misunderstand the nature of the learning i n the context 

of drama and to d i s t o r t the drama e x p e r i e n c e . B y v i r t u e of t h i s 

55 I t might be argued that i t i s enough provided we can s p e l l 
out i n d e t a i l what i s happening. I would be i n c l i n e d to go 
along with t h i s argument provided i t i s possible to give 
meaning to the notion of 'teaching'. 

56 This w i l l r e l a t e to the exploration of 'drama as a r t ' i n 
Chapter S i x . 
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f a c t , the idea of unintentional learning explored e a r l i e r w i l l 

be of p a r t i c u l a r relevance. Further, i t w i l l be argued that 

despite the s t r e s s on unintentional learning the concept teaching 

(for which intention i s an important c r i t e r i o n ) can s t i l l be 

given s i g n i f i c a n t import by considering what i t means to say 

that understanding has taken place. However, before embarking 

on these arguments i t w i l l be useful to make some general comments 

on the concepts learning and understanding and the way they 

r e l a t e to each other. 

Although 'drama for learning' i s perhaps the most widely 

quoted phrase for representing what i s thought to j u s t i f y the 

subject, the phrase 'drama for understanding* i s also used. The 

Schools Council project employs the term 'learning* and reserves 

'understanding' for the idea of the pupils showing what they 

have understood: "Children should become increasingly able to 

t r a n s l a t e attitudes and ideas about various issues into dramatic 

statements which r e f l e c t t h e i r understanding".^^ Bolton, i n h i s 

book, speaks of learning as being the c e n t r a l goal for drama 

teachers, although the term understanding i s given preference as 

the book progresses. I n a review of Bolton's book, Davis makes 

the following comment, 

" I t seems to me that there i s a central problem with 
the concept of 'drama for understanding' i n that i t 
seems to imply a r e f l e c t i v e process divorced from 

57 L. McGregor et a l . , op. c i t . (1977), p. 144. 
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action, whereas what i s c e n t r a l to drama i n educa
tion must be changed p r a c t i c e i n the world."58 

Presumably Davis would argue that 'drama for learning' implies 

•changed p r a c t i c e i n the world' although he does not make t h i s 

e x p l i c i t i n the review. I n any case the relationship between 

understanding, learning and change needs some discussion. 

Although i t may seem that understanding implies passive 

r e f l e c t i o n , there i s i n f a c t no necessary connection between 

either of the concepts learning or understanding and changed 

action i n the world. On the other hand, there i s a sense i n 

which both concepts imply change. This needs explaining. 

Neither concept n e c e s s a r i l y implies action: i t makes sense to 

say that somebody has learned or understood that things should 

stay as they are or that somebody has learned or understood the 

need to vote for a p a r t i c u l a r party - either concept can be 

associated with changed action as a consequence but the r e l a t i o n 

ship can only ever be contingent. On the other hand, there i s 

a sense i n which both concepts are n e c e s s a r i l y r e l a t e d to change 

i n the subject. I t i s impossible to speak of someone learning 

X or understanding x without acknowledging that they have 

changed i n some way - although the change may be described as a 

propensity to act i n a c e r t a i n way under ce r t a i n circumstances. 

Even t h e o r e t i c a l understanding of a mathematical formula means 

that the individual would be able to give c e r t a i n answers to 

58 D. Davis, Review of G. Bolton's Towards a Theory of Drama 
i n Education i n Scypt Journal (6, 1980), p. 13. 
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c e r t a i n questions i f asked those questions. To speak of under

standing as 'purely a r e f l e c t i v e process* i s l i k e l y to lead to 

the mistaken view that the concept of understanding i t s e l f can 

be understood purely as a mental process, a point to which t h i s 

discussion w i l l return. We might wish to say that understanding 

implies 'transformed ways of being' to avoid the emphasis on 

behaviour i n 'changed p r a c t i c e i n the world'. 

The concepts learning and understanding must be seen to be 

very c l o s e l y connected, p a r t i c u l a r l y i n the context of education. 

Only the crudest form of rote learning would exclude understanding 

some wr i t e r s would not want to c a l l t h i s learning at a l l - I t i s 

not necessary to pronounce on l i n g u i s t i c usage here, s u f f i c e i t 

to say that for the purposes of education that i t makes sense to 

claim that learning must involve understanding except i n some 

very r a r e cases where rote learning i s thought to be of value. 

Would learning to swim or r i d e a b i c y c l e involve under

standing? Again there i s no simple answer because i t depends on 

the use of 'understanding*. Woods and Barrow make a useful 

d i s t i n c t i o n between 'mechanical understanding' (knowing what to 

do) and 'reasoned understanding' (knowing why one does what one 

does). They comment. 

59 The rote learning of a poem may help understanding of that 
poem. This serves to reinforce the connection between 
learning and understanding. 
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"... while there may well be a conceptual l i n k 
between education and understanding, the l i n k i s 
with reasoned understanding and not with mechanical 
understanding. Stress on the l a t t e r and i t s assoc
iated accomplishments i s l i k e l y to produce i n f l e x i b l e 
automata rather than thinking people."60 

The important point here i s that i t i s the educational context 

and a p a r t i c u l a r view of education which determines the important 

connection between learning and understanding. 

Without wishing to open up again the question whether 

learning n e c e s s a r i l y involves knowledge or for that matter whether 

the knowledge conditions commonly quoted i n epistemology c o n s t i t 

ute an adequate account of knowledge, the relationship between 

knowledge and understanding can be seen by considering the 

knowledge conditions'^: i t i s important that p i s true and that 

the person i n question has good grounds for h i s b e l i e f which 

includes the notion that he understands p. (A si m i l a r point was 

made by Ryle when he argued that 'knowing how ...' i s involved 
62 

i n * knowing that ...' . 

I f learning involves understanding does understanding always 

involve learning? Appeal to l i n g u i s t i c usage reveals that i t i s 

possible to understand a painting or understand what somebody i s 

saying without learning appearing to enter the picture. However, 

60 R.G. Woods and R. St. C. Barrow, An Introduction to Philosophy 
of Education (Methuen, 1975), p. 48. 

61 Conditions which have been applied for i t to make sense that 
someone knows something to be the case or knows 'that p'. 

62 G. Ryle, op. c i t . (1949). 
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the r e l a t i o n s h i p between the two concepts i s not as simple as 

that. I t i s possible to s i t i n a l e c t u r e attempting to under

stand what the l e c t u r e r has to say and to describe the process 

as a learning process. I n the same way a day spent looking at 

paintings i n a gallery, trying to understand them may be said to 

be a valuable learning experience. Any attempt to make a 

d e f i n i t i v e statement about the concepts would probably be 

challenged by appeal to contrary l i n g u i s t i c usage. I t i s enough 

to say that the two concepts are very c l o s e l y related and i t i s 

not necessary at t h i s stage to say whether 'learning' or 'under

standing' more appropriately represents a j u s t i f i c a t i o n for the 

teaching of drama. What w i l l be important, however, w i l l be to 

explain more c l o s e l y the concept of understanding because t h i s 

must be seen as a necessary component i n the notion of 'drama 

for learning'• 

Consider the following d e f i n i t i o n s of understanding: "able 

to r e l a t e that which i s to be understood to some wider, more or 

l e s s determinate framework", or "able to l i n k that which i s to 

be understood to what i s already learned or understood" and 

"Understanding i s r e l a t i n g ; i t i s f i t t i n g things into a context". 

One feature common to these views i s that the notion of under

standing i t s e l f can only be understood i n r e l a t i o n to p a r t i c u l a r 

contexts. To say that someone has understood what someone e l s e 

63 R.G. Woods and R.St.C. Barrow, op. c i t . (1975), p. ^9. 

6A M. Midgley, Beast and Man (Methuen, 1979), p. 18. 

64 
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has said means not j u s t that d e f i n i t i o n s can be provided for 

the words of the language but that there i s an appreciation of 

the context i n which the words can be said to have meaning, " I f 

language i s to be a means of communication there must be agreement 

not only i n d e f i n i t i o n s but also (queer as t h i s may sound) i n 

judgements".^^ 

The importance of context i s clea r when we ask how we know 

that someone has understood x. When we make a statement of 

that kind we are making a statement about a person's propensity 

to act i n a c e r t a i n way. I f a person understands that P a r i s i s 

the c a p i t a l of France t h i s means among other things that i n 

answer to the question, " I s P a r i s i n France?" he w i l l answer yes, 

to the question, " I s P a r i s the c a p i t a l of Spain?", no and so on. 

Understanding involves the grasp of concepts and p r i n c i p l e s . 

This s t r e s s on context i s one of Wittgenstein's important 

i n s i g h t s when he claimed that understanding i s not a mental 

process. Vesey has pointed out that t h i s claim can e a s i l y cause 

confusion because i t i s not so much a denial that understanding 

i s a mental process but rather than the picture we often tend to 

have of a mental process i s an ill-informed one. 

" I f anything i s to be c a l l e d a mental process then 
surely i t i s such things as understanding, imagining, 
and remembering. No; the point i s that t a l k of a 
mental process makes us think of understanding (meaning. 

65 L. Wittgenstein, Philosophical Investigations ( F i r s t published, 
1953) ( B a s i l Blackwell, 1976), p. 88e, no. 242. 
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imagining, remembering, etc.) i n a way which blinds 
us to our actual use of the words 'understand* (*mean*, 
etc.)"66 

What Wittgenstein wanted to r e j e c t was an explanation of under

standing as being an event occurring i n an occult e n t i t y , the 

mind. I f i t i s claimed that someone has understood x i t would 

be possible i n theory to t e s t that understanding i n a v a r i e t y 

of contexts. I f those t e s t s f a i l i t would be d i f f i c u l t to see 

what understanding x could mean. The words 'in theory' were 

inserted i n the l a s t sentence because to suggest that under

standing can be tested i n t h i s way i n some complete sense i s 

to imply that understanding i s an a l l or nothing a f f a i r which 

i s contrary to what has been implied i n the argument so f a r . 

What the s t r e s s on context gives i s a more organic rather than 

additive view of the notion of understanding. I t i s not simply 

a question of understanding 'a', then b, c, d and so on. "People 

can come to understand something over a period of time, deepen 

th e i r understanding of a subject or come to a greater under

standing ..."^^ To the question "Do you understand 'a'?" at the 

s t a r t of a drama lesson the pupil may honestly answer 'yes' yet 

increase h i s understanding of 'a* i n that lesson. That change 

i n understanding w i l l not r e a d i l y be reduced to propositions. 

66 G. Vesey, Understanding Wittgenstein. Royal I n s t i t u t e of 
Philosophy Lectures, Vol. 7, 1972/3 (Macmillan Press, 197A). 

67 R.G. Woods and R.St.C. Barrow, op. c i t . (1975), p. 51. 
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Definitions of understanding offered above stressed the 

notion of •connecting'^^ but i n an a r t i c l e e n t i t l e d "Education 

and Human Being", E l l i o t t gives a broader conception of the mental 

powers which are c a l l e d into play for the sake of achieving under

standing. I t i s f a i r to describe him as giving a more detailed 

analysis of what i s involved i n the notion of 'connecting'. 

"Such powers are exercised, for example, i n retention 
and anticipation; i n synthesis and synopsis; i n the 
reduction of wholes to parts; i n the discernment of 
re l a t i o n s and discovery of structures; i n 'bracketing' 
properties and aspects; i n discovering the objects 
of feelings and impressions; i n guesswork; i n pushing 
ideas to t h e i r l i m i t s ; i n s h i f t s of perspective of 
many kinds; i n weighing pros and cons and sensing the 
balance and so on."69 

The development of the kind of powers described i s what gives more 

content to the notion of understanding but also, and t h i s i s the 

ce n t r a l point, may give content to the notion of teaching i n 

drama. 

To make t h i s c l e a r an example may help. A teacher may make 

up h i s mind that the topic for the lesson w i l l be obedience. He 

i s i n effect saying that the pupils w i l l increase t h e i r under

standing of obedience. I t might help the teacher to consider what 

so r t s of flaws and n a i v i t i e s are l i k e l y to be found i n the pupils' 

68 D.W. Hamlyn, i n R.S. Peters (ed.), op. c i t . (1973). He 
describes learning as follows, " a l l learning i s i n one way 
or another connecting things, and i t i s i n t h i s way that 
experience develops", p. 187. 

69 R.K. E l l i o t t , "Education and Human Being", i n S. Brown ( e d . ) . 
Philosophers Discuss Education. Proc. of Royal I n s t , of 
P h i l . Conference, 1973 (Macmillan, 1975). 



- 158 -

ex i s t i n g notions of obedience. The d e t a i l s of the lesson for the 

purposes of t h i s discussion are l e s s important so l e t us suppose 

that he sets up an improvisation set i n an army barracks. I t i s 

r e l a t i v e l y easy to suggest that the pupils explore the idea of 

obedience but the question i s whether the understanding can be 

more p r e c i s e l y i d e n t i f i e d i n propositions. Do they come to an 

understanding "... that sometimes orders should not be obeyed? ... 

that orders should be evaluated? ... that i t i s easie r to make 

someone obey you i f you tre a t them well? ... that obedience with

out t r u s t i s dangerous?" 

Now of the changes i n understanding described, the precise 

content of the drama i s going to influence the sort of insi g h t 

the pupils are going to have: a play about a sergeant who makes 

unreasonable demands on h i s men i s going to be very d i f f e r e n t i n 

emphasis from one i n which the sergeant has to work hard to win 

the men over. But how far does i t make sense to attempt to 

id e n t i f y the understanding i n propositions of the kind mentioned? 

To begin with, the increased understanding ( l e t us assume the 

lesson was successful) w i l l not be made e x p l i c i t by the teacher; 

the idea of the teacher for t h i s p a r t i c u l a r lesson (or many though 

not a l l drama lessons) saying at the end, "Do you now understand 

p?" seems odd. As suggested above, i f asked the same question 

at the s t a r t , the answer might we l l have been yes. The pre c i s e 

s h i f t of appraisal or insight w i l l be ine f f a b l e , subjective, 

i n d i v i d u a l but i t w i l l have been prompted by (a) the teacher's 

structure of the work and (b) c l o s e l y r e l a t e d , the teacher's 
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concern to t e s t b e l i e f s , question assumptions, r e v e a l r e l a t i o n s 

between ideas, etc. I f the teacher had sent the pupils away i n 

groups to prepare and present a play about army l i f e they may 

well have increased t h e i r understanding from each other, or by 

v i r t u e of giving form and expression to t h e i r ideas but not by 

v i r t u e of being taught. 

A framework of the kind i d e n t i f i e d here which s t r e s s e s the 

r o l e of the teaching i n concentrating objectives on development 

of mental powers i s i n accord with what many drama e^onents 

have to say i m p l i c i t l y . I n describing the d i f f e r e n t forms of 

modification which may take place as a r e s u l t of drama Bolton 

makes the following comment, 

"Various metaphorical terms are used i n an attempt to 
describe the i n s i g h t f u l change that can take place: 
r e f i n i n g , extending, widening, making more f l e x i b l e , 
s h i f t i n g a bias, breaking a stereotype, giving new 
s l a n t , challenging, casting doubt, questioning assum
ptions, facing decisions, seeing new implications, 
anticipating consequences, trying a l t e r n a t i v e s , 
widening range of choice, changing perspective. Vague 
as t h i s terminology i s and intangible as the r e s u l t 
may be i n research terms ..."70 

This comprehensive l i s t while describing the change of under

standing which may develop i n the drama also can be read as 

giving very r e a l meaning to the concept of teaching i n drama. 

The only quarrel might be with the implied apology, for the 

terminology i s f a r from vague and any attempt to be more pr e c i s e 

i n i d e n t i f y i n g the understanding i n propositions i s l i k e l y to 

misrepresent the actual understanding involved. 

70 G. Bolton, op. c i t . (1979), p. A5. 
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The type of j u s t i f i c a t i o n for the subject which i s being 

i d e n t i f i e d and analysed can be related to broad concepts of 

education. I n the a r t i c l e by E l l i o t t from which the e a r l i e r 

quotation was drawn, the author presents an o v e r a l l argument 

for curriculum j u s t i f i c a t i o n which presents a challenge to the 

view held by H i r s t and others because i t brings with i t a 

d i f f e r e n t view of the notion of mental development. Whereas 

H i r s t emphasises the development of mind i n terms of acquiring 

mastery i n each of the forms of knowledge, E l l i o t t argues i n 

support of a notion of mental development as development of 

mental powers described e a r l i e r . He wants to argue that i t i s 

the case that understanding can be developed outside the forms 

of knowledge or i n a single form even though the systematic 

d i s c i p l i n e s are l i k e l y to provide great scope for the exercise 

of the powers of understanding. What h i s argument contains i s 

a greater s t r e s s on the private/subjective than the public/ 

objective i n the development of mind.^^ 

Some of the important comparisons between drama and other 

curriculum subjects have been i d e n t i f i e d elsewhere. One of 

these i s that i n drama there i s not usually a r e a d i l y i d e n t i f i a b l e 

course content or syllabus. A number of publications, perhaps 

i n an e f f o r t to make drama more c l o s e l y resemble other 'text 

book* subjects, attenpt to set out lessons to be taught with 

various year groups. This seems, however, to be i n contrast with 

71 R.K. E l l i o t t , i n S. Brown (ed.), op. c i t . (1975). 
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other e^qponents who suggest that one of the subject's strengths 

i s that i t can harness the pupils' natural quest to explore 

t h e i r own p a r t i c u l a r areas of i n t e r e s t and concern. I t seems 

important to evaluate drama's r e a l contribution to the c u r r i c 

ulum rather than attempt to j u s t i f y the subject by forcing i t 

to resemble other d i s c i p l i n e s . 

E l l i o t t has described the importance of what he c a l l s 

educating 'common understanding* as opposed to the t h e o r e t i c a l 

knowledge of the established d i s c i p l i n e which i s more system

a t i c a l l y organised. He suggests that common understanding does 

not l i m i t i t s e l f to any sp e c i a l area of being but concerns 

i t s e l f with anything which w i l l y i e l d to i t . What he has i n 

mind seems exactly the sort of understanding of human situations 

which the teacher of drama i s l i k e l y to promote. He also has a 

p a r t i c u l a r l y i n t e r e s t i n g reason for suggesting that education 

of the natural understanding i s l i k e l y to provide an appropriate 

context for the development of mental powers, 

" I t seems a good means of fostering the l i f e of the 
mind, since the students have to think for themselves, 
yet when they express t h e i r views would not run immed
i a t e l y into an entanglement of ready-to-hand d i s c i p 
l i n a r y c r i t i c i s m . " 7 2 

Many teachers must have faced the problem of coping with the often 

contradictory demands of having the pupils both f e e l confident 

i n t h e i r own judgements and c r i t i c i s m s yet at the same time 

appreciate the r u l e s and standards of the subject i n question. 

72 R.K. E l l i o t t , i n S. Brown (ed.), op. c i t . (1975), p. 66. 
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This p a r t i c u l a r problem has been i d e n t i f i e d by Passraore, 

"How then to reco n c i l e the two requirements: the need 
for building up a body of knowledge, a set of habits, 
from which c r i t i c i s m can take i t s departure, and the 
need for introducing children from an early stage to 
the p r a c t i c e of c r i t i c a l discussion."73 

Most analyses of teaching,as suggested e a r l i e r , s t r e s s the notion 

of "an i n i t i a t i o n into the r a t i o n a l l i f e , a l i f e i n which the 

c r i t i c a l quest for reasons i s a dominant and integrating motive". 

In suggesting, therefore, that i m p l i c i t i n many approaches 

to drama i s the idea that content can be given to the concept 

teaching by considering the various str a t e g i e s employed by the 

teacher to develop understanding, t h i s a n a l y s i s i s not f a r removed 

from the mainstream of philosophical thinking on teaching. The 

difference i s that whereas most analyses assume that the teacher 

i s teaching a body of knowledge to which must be added the notion 

of r a t i o n a l i t y , i n drama the teaching i s not conceived i n the 

context of such a d i s c i p l i n e but finds a context i n the area of 

common understanding.^^ 

Because the idea of coiranon understanding i s important to 

drama i t i s worth quoting E l l i o t t at some length here. 

73 J . Passmore, "On Teaching To Be C r i t i c a l " , i n R.S. Peters 
(ed.), op. c i t . (1967), p. 205. 

74 I . Scheffler, Conditions of Knowledge: An Introduction to 
Epistgnology and Education (Univ. of Chicago Press. 1965). 
p. 107. 

75 E l l i o t t uses both the terms "common understanding" and 
"natural understanding". 
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"Unlike understanding within the d i s c i p l i n e s , com
mon understanding does not l i m i t i t s e l f to any 
sp e c i a l area of being, but concerns i t s e l f with 
anything which w i l l y i e l d to i t . I t i s not neces
s a r i l y undisciplined, for d i s c i p l i n e , as the 
following of r u l e s counter to immediate i n c l i n a t i o n , 
may be exercised whenever a person i s tempted to 
res o r t to a r b i t r a r i n e s s i n thinking. Common under
standing i s l a r g e l y embodied i n p r a c t i c a l c a p a b i l i t i e s 
and mastery of language, both of which are acquired 
l a r g e l y p r e - r e f l e c t i v e l y but there i s also a consid
erable t r u i s t i c common l o r e concerning human beings 
and the world. Considered as a whole, t h i s area of 
common knowledge i s r i c h i n content and subtle i n 
d i s t i n c t i o n s but, compared with t h e o r e t i c a l know
ledge, lacking i n depth and systematic organisation." 

The apparent lack of systematic content i n drama lessons and 

s y l l a b i (the content often v a r i e s according to the choice of the 

group) need not be a matter for concern as long as the teacher 

has a c l e a r t h e o r e t i c a l foundation on which h i s approach i s based 

of the kind which the account of mental develqpment and natural 

understanding given by E l l i o t t provides. 

To conclude t h i s section, i t w i l l be necessary to r e i t e r a t e 

a point which was made i n the introduction to t h i s chapter: the 

discussion of learning and understanding i n the context of drama 

without reference to fe e l i n g must be considered incomplete. I n 

h i s a r t i c l e e n t i t l e d "Education and the Et h i c s of B e l i e f " , 

Dearden includes the observation made by Bacon that "the human 

understanding i s no dry l i g h t " meaning that what i s understood or 

believed can be determined by a v a r i e t y of factors including 

wishes, d e s i r e s , e m o t i o n s . T o think of understanding as being 

76 R.K. E l l i o t t , i n S. Brown (ed.), op. c i t , (1975), p. 62. 

77 R.F. Dearden, "Education and the Et h i c s of Belief*', B r i t i s h 
Journal of Educational Studies (Vol. XXII, No. 1, February 
197A), p. 9. 
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a simple matter of l o g i c a l l y evaluating evidence would be to 

promote a misplaced contrast between reason and passion. 

R a t i o n a l i t y , therefore, w i l l be further discussed i n the chap

ter on f e e l i n g . 

( v i ) Teaching and Learning i n Drama 

Although t h i s study i s concerned with looking at j u s t i f 

i c a t i o n s for drama, i t i s not purely a neutral, d e s c r i p t i v e 

work. ( I n f a c t , i t i s d i f f i c u l t to imagine what that would 

amount to because any description i s at l e a s t s e l e c t i v e ) . This 

point was made without s p e c i f i c i t y i n chapter one which d i s 

cussed the application of philosophy to drama i n education but 

i t can now be given some substance i n the context of t h i s 

discussion of learning. I n order to demonstrate some of the 

implications of t h i s a n a l y s i s , the argiunents presented so f a r 

w i l l be related more s p e c i f i c a l l y to drama but they w i l l f i r s t 

be b r i e f l y summarised. 

Although 'learning through drama' i s a phrase which i s 

intended to s i g n i f y a change i n direction i n the way the subject 

i s conceived, that change of emphasis cannot be e a s i l y ident

i f i e d i n educational terms by looking at the concept learning 

alone. One of the strengths of drama i s that i t employs a 

'natural* form of learning which includes a prominent t a c i t 

element and does not require that the pupils 'set about' learning. 

Attempts to r e s t r i c t the concept of learning by including 

intention and specifying the learning i n propositions are l i k e l y 
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to d i s t o r t t h i s aspect of the subject. This view may look 

suspiciously close to a j u s t i f i c a t i o n of an extreme, c h i l d -

centred, free, self-expression drama which many exponents 

would want to r e j e c t . By emphasising teaching however, i t i s 

possible to avoid t h i s route but the s t r e s s on teaching leaves 

a problem. I f the subject i s not primarily conceived as an 

i n i t i a t i o n into a public form of knowledge, how i s content 

given to the notion of teaching? The notion of form i s impor

tant; the teacher w i l l be teaching the pupils how to do drama, 

but t h i s cannot be the whole story. The answer to the question 

was seen to l i e i n an explanation of understanding. The teacher 

w i l l be concerned with developing understanding. 

In the l a s t chapter which looked at the concept aims, i t 

was suggested that a d i s t i n c t i o n could be made between teacher 

aims and learning outcome. I t can now be more c l e a r l y seen 

that the teacher can be motivated by p a r t i c u l a r aims without 

having to define and therefore confine the nature and extent of 

the learning i n drama; assessment of the drama w i l l not depend 

on a s t r i c t c o r r e l a t i o n between teacher objectives and learning 

outcome. The an a l y s i s given places due emphasis on the important 

subjective and s o c i a l elements i n the learning i n drama without 

leaving the teacher aimless and the educational concepts empty. 

What are some of the implications of t h i s a n a l y s i s ? F i r s t l y , 

any attempt to explain the content of learning without reference 

to teaching and at the same time to disparage e a r l i e r approaches 

to the subject which stressed a free form of self-expression i s 
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l i k e l y to run into problems. To i l l u s t r a t e t h i s point reference 

w i l l be made to an a r t i c l e by Robinson which was discussed e l s e 

where.^^ Although i n t h i s a r t i c l e he i s not d i r e c t i n g attention 

to the concept learning, some of h i s conclusions i l l u s t r a t e the 

point being made. When writing about the way the c r e a t i v e mind 

comes to terms with r e a l i t y and i n p a r t i c u l a r the a c t i v e involve

ment of the individual i n ccxning to terms with experience, he 

comments, 

"We interpret the world as we do through a process 
of successive approximations. This i s the basic 
process of the c r e a t i v e mind: t e s t i n g new r e l a t i o n 
ships, fresh formulations and novel v a r i a t i o n s of 
ideas i n the successive interpretation and r e i n t e r -
pretation of experience,"79 

So much seems f a i r enough and i t would seem that what the author 

i s describing i s part of what i s meant by understanding or 

learning. The problem comes when he describes self-expression 

drama as being mere giving out energy and of no value. I t i s easy 

to see what he i s getting at because he r i g h t l y wants to move away 

from a form of drama i n which the pupils are only engaged i n 

dramatic playing but the assertion that dramatic playing i s of 

no value or i s not a means of learning makes l i t t l e sense. He i s 

led on the one hand to a j u s t i f i c a t i o n of drama on the ba s i s of 

the way the mind makes sense of experience but on the other hand 

to a denial that t h i s process continues i n dramatic playing. 

78 K. Robinson, "Drama, Theatre and Social R e a l i t y " , i n 
Exploring Theatre and Education (Heinemann, 1980). 

79 i b i d . , p. 162. 
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What I am suggesting i s that the p r e v a i l i n g tendency to 

evaluate approaches to drama purely on the basis of whether they 

have value or not as a form of learning i s misguided. I t i s 

possible, for example, to extract arguments from Bolton's book 

and by placing them out of context present a very confusing 

p i c t u r e . This point was made i n Chapter Two. On the one hand, 

the t h e o r e t i c a l basis for drama i s based on a r e a l i s a t i o n of 

the importance of learning i n make-believe play (Chapter A) yet 

the teacher who r e l i e s on dramatic play i n drama "encourages by 

default the development i n h i s pupils of the habit of wallowing 

i n meaningless playing ..."^^ Of course, to extract the points 

i n t h i s way i s to d i s t o r t the argument because the book i s very 

much concerned with the q u a l i t y of experience and the nature of 

the meaning created i n drama which i n turn w i l l depend on the 

teacher, 

" I am suggesting that c h i l d play can undergo a 
'change of gear' that gives i t a dramatic a r t form. 
Children i n t h e i r playing may accidentally or 
consciously move into t h i s change of gear we can 
c a l l drama. I n school drama children may s l i p out 
of gear back into playing unless the teacher has 
a firm hold on the gear lever."81 

I f i t makes l i t t l e sense to d i s q u a l i f y dramatic play as a 

process of learning i t i s also d i f f i c u l t to d i s q u a l i f y what the 

Schools Council describe as "presenting statements to others", 

that i s drama which i s intended to make a statement or c l a r i f y 

what the pupils already know.®^ The authors r i g h t l y see t h i s 

80 G. Bolton, op. c i t . (1979), p. 29, 
81 i b i d , , p, 32. 
82 L. McGregor et a l . , op. c i t . (1977), p. 51. 
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as a form of learning but must be seen to d i f f e r i n t h e i r view 

from other exponents of the subject when they give i t the same 

status as other forms of drama. Writers l i k e Heathcote, Bolton, 

Fines and V e r r i e r (although they see a place for a v a r i e t y of 

types of work) would want to place greater emphasis on ' l i v i n g 

t h r o u g h ' d r a m a rather than j u s t an approach which d i r e c t s the 

pupils to prepare a statement to show to others, although on the 

b a s i s of the a n a l y s i s given here both promote understanding i n 

some way-

At the s t a r t of t h i s paper i t was emphasised that the whole 

discussion without reference to f e e l i n g and meaning would be 

incomplete but that a framework would be established into which 

the discussion of drama as a r t would f i t . Although the notion 

of internal/external action i s one which w i l l be d e a l t with i n 

subsequent chapters i t seems necessary to make reference to t h i s 

aspect of drama i n the context of t h i s discussion of learning. 

I n s t r e s s i n g the educational concept teaching as being an impor

tant factor i n distinguishing approaches to the subject, i t may 

be thought that t h i s discussion i s neglecting a c e n t r a l d i s t i n c t i o n 

between external action and mental a c t i v i t y which may be evoked as 

a distinguishing factor without reference to the r o l e of the 

teacher. The argument might be as follows. Some exponents of 

drama (including advocates of mime, exercises, as w e l l as improv

i s a t i o n ) looked for precision i n physical action ('show me how you 

83 This statement i s l e s s true of t h e i r more recent work. 
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would look i f you were concentrating on opening a s a f e * ) . Expo^ 

nents of drama as a learning process include the extra dimension 

of i n t e r n a l action which r e l a t e s the cognitive to a f e e l i n g 

element. I suggest that t h i s argument again only makes sense as 

a distinguishing factor i f reference i s made to the notion of 

teaching. 

F i r s t l y , there are dangers i n making a r t i f i c i a l d i s t i n c t i o n s 

between thought and action. Many exponents concerned with 

external action might,like Way, have stressed the importance of 

i n t u i t i o n . I n h i s approach to the subject. Way i s concerned to 

contrast t r a d i t i o n a l academic education which appeals to the mind 

and drama which i s involved i n the realm of d i r e c t experience. 

He considers i n t u i t i o n "the most important single factor i n the 

development of inner resourcefulness",^^ Way contrasts i n t u i t i o n 

with i n t e l l e c t , with an examinable process of understanding and 

thinking and associates i t with '*an imaginative and emotional 

and therefore intangible process of r e l i s h i n g and enjoying, 

i r r e s p e c t i v e of whether or not there i s f u l l understanding".^^ 

I t would be misleading then to say that the teacher who adopts 

Way* s approach has not given thought to a dimension beyond the 

p h y s i c a l , i t i s simply that he leaves i t to take care of i t s e l f . 

Consequently, when he comes to a c t u a l l y describing a c t i v i t i e s for 

pupils and teacher the s t r e s s i s very much on the actual physical 

a c t i v i t i e s i n which they can engage. 

84 B. Way, Development Through Drama (Longman, 1967), p, 5. 

85 i b i d . , p. 5, 
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Thus the pupil who has asked 'what i s i t l i k e to be blind?' 

(Way's example at the s t a r t of the book), and i s blindfold and 

told to walk out of the room may have the attitude ' t h i s i s fun', 

' t h i s reminds me of pin the t a i l on the donkey', 'how embarrassing', 

' I wish we could play blind man's b l u f f unless the teacher 

attempts to engage him at a deeper l e v e l . This discussion w i l l 

be extended i n Chapter Six on Feeling. The important point to 

make here i s that to assume that 'internal action' was not a 

factor i n the experience of the part i c i p a n t s i n the approach to 

drama advocated, for example, by Slade and Way i s to make an odd 

claim that what i s 'internal* can somehow be separated from 

'external' a c t i on. 

One of the general points of t h i s chapter has been to suggest 

that the notion of 'drama for learning' can be more f r u i t f u l l y 

employed as a means of distinguishing d i f f e r e n t approaches to the 

subject i f i t i s a l l i e d to a concept of teaching. One of the 

implications of t h i s view was that i t i s possible to evaluate 

drama lessons on t h i s basis; as already stated, lessons which 

con s i s t e n t i r e l y of pupils preparing statements to show to others 

might be judged to lack a meaningful teaching content. This does 

not mean, of course, that every event i n every drama lesson must 

be linked somehow with teaching a c t i v i t y . A lesson spent playing 

games may i n some circumstances be thought to be des i r a b l e but a 

teaching enterprise which consists e n t i r e l y of the unthinking 

playing of games may be d i s q u a l i f i e d as teaching. This idea that 

evaluation may take place more u s e f u l l y i f the enterprise i s 
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considered ( i . e . what a c t i v i t i e s does the teacher c h a r a c t e r i s t 

i c a l l y engage i n ) rather than i f a t t e n t i o n i s dire c t e d at a 

single a c t i v i t y or single lesson can be extended t o evaluation 

of the outcome of the drama. Because the nature of drama i s 

such that i t tends t o be f u l l of s i g n i f i c a n t , tense, dramatic 

moments there i s a tendency t o t h i n k t h a t the learning or under

standing must always likewise be sudden, s i g n i f i c a n t moments of 

i n s i g h t . I t would be wrong at t h i s stage i n the discussion t o 

suggest c a t e g o r i c a l l y that t h i s i s not the case. Suffi c e i t t o 

say that on the basis of the discussion of understanding given 

here there i s f a r more room i n approaches t o the subject f o r a 

j u s t i f i c a t i o n of drama on the basis of a more gradual increase 

i n understanding of human si t u a t i o n s by v i r t u e of an engagement 

i n drama over a period of some time. This suggestion brings w i t h 

i t some problems because i t raises the question of how the 

sp e c i f i c content of the drama relates t o the increase i n under

standing which i n t u r n can be seen t o be a question rel a t e d t o 

the meaning of the drama. Any fu r t h e r comment on the nature of 

the understanding i n drama must also take i n t o account the element 

of f e e l i n g f o r t o suggest that understanding i n drama develops 

gradually over a period of time might seem t o deny the importance 

of f e e l i n g as w e l l as the importance of the context. These 

questions must now be discussed. 
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CHAPTER FIVE 

MEANING 

( i ) Introduction 

As stated i n Chapter Two, problems about meaning have given 

r i s e t o much philosophical discussion and theorising and f o r t h a t 

reason i t seems important t o i d e n t i f y the l i m i t s of what t h i s 

present chapter sets out to achieve. I t w i l l not be the i n t e n 

t i o n t o survey and assess various theories of meaning, t o o f f e r 

an explanation of meaning and then use that explanation t o 

measure against various uses of meaning by drama exponents. An 

approach of tha t kind would be i n danger of simply making l i n g 

u i s t i c recommendations about the use of the concept without 

looking closely at the context and purpose which a p a r t i c u l a r 

use of meaning i s intended t o serve. I t w i l l , however, be 

possible to comment on the dangers present i n c e r t a i n uses of 

the concept by w r i t e r s on drama i f there i s not a s u f f i c i e n t 

degree of awareness by them that the concept has a v a r i e t y of 

uses. To i l l u s t r a t e those dangers examples from the w r i t i n g s of 

three drama e^^onents w i l l be considered. This approach i s 

d i f f e r e n t from one which seeks t o give an explanation of meaning, 

a point which w i l l become clearer i n the course of t h i s chapter. 

Section one w i l l f u r t h e r the discussion which was begun i n 

Chapter Two on concepts i n drama but t h i s time some of the uses 

of meaning by drama w r i t e r s w i l l be r e l a t e d t o a wider discussion 

about what philosophers have had t o say about the concept. 
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Section two w i l l look at the notion of aesthetic meaning 

to see how i t might d i f f e r from other uses of meaning and t o 

assess i t s value f o r teachers of drama. 

Section three, leading on from the previous discussion, w i l l 

consider the importance of form and i t s r e l a t i o n s h i p t o meaning. 

Here the discussion w i l l p a r t i c u l a r l y l i n k w i t h the l a s t chapter 

on learning and w i l l consider how content may be given t o the 

notion of teaching by considering form i n drama. 

Section four w i l l look at consciousness and i n t e n t i o n i n 

r e l a t i o n t o meaning. Here i n p a r t i c u l a r the dangers of a r b i t 

r a r i l y l i m i t i n g and def i n i n g meaning w i l l be i d e n t i f i e d . 

( i i ) Meaning and Drama 

A moment's r e f l e c t i o n reveals that meaning i s used i n a 

v a r i e t y of ways. I t can be used to express i n t e n t i o n : 'that 

i s not what I mean', significance: 'that means a l o t t o me', 

e f f e c t : ' t h i s means troubl e * . Hospers i d e n t i f i e s eight meanings 

of the word meaning^ and Ogden and Richards l i s t sixteen d e f i n -
2 

i t i o n s of the term. Much of the philosophical discussion of 

meaning has centred on what i t i s to say that a word has meaning 

but i s important t o r e a l i s e t h a t many uses of meaning are not 

l i m i t e d to word meaning. I n drama, f o r example, reference can be 

made to the meaning of utterances w i t h i n the drama, the meaning 

1 J. Hospers, An Introduction t o Philosophical Analysis (Rout-
ledge, 1956), p. 11. 

2 C.K. Ogden and I.A. Richards, The Meaning of Meaning (Kegan 
Paul, 1930), p. 186. " 
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of actions, the meaning of the drama as a whole. Questions about 

whether the drama i s meaningful are d i f f e r e n t types of questions 

which have t o do w i t h the value of the a c t i v i t y but can neverthe

less serve to compound the problems i n discussion. 

Philosophers tend t o p o i n t t o the f a c t t h a t i t i s one t h i n g 

t o be able to use the concept of meaning but i t i s qu i t e another 

matter t o attempt t o say what meaning i s or give an explanation 

of meaning. Thus Hospers states, 

"When we ask 'What i s the meaning of t h i s word?' or 
•What i s the meaning of t h i s strange behaviour?' or 
'You've found the f o o t p r i n t s , but what do they mean?' 
people do not generally have trouble i n understanding 
us, as i s shown by the f a c t that they give the r i g h t 
kind of answers, the sort of thing we had i n mind i n 
asking the question."3 

Ryle suggests t h a t i t i s one th i n g t o ask what i s meant by " v i t a 

min" or "abracadabra" but that i t i s qu i t e another so r t of thing 

t o ask "what are meanings"^ and Taylor, while t a l k i n g about the 

making of moral and aesthetic judgements claims, 

"... although the sentences used i n making these 
judgements are c l e a r l y meaningful, although i n a 
sense we must know what we mean by them since we use 
them, no one can say j u s t what they do mean."5 

Faced by these sorts of comments i t might be tempting t o 

wonder where exactly the problem l i e s . I f we know how t o use 

J. Hospers, "Meaning". Extract from Meaning and Truth i n the 
Arts (North Carolina Press, 1946), pp. 74-78, r e p r i n t e d i n , 
M. Weitz, Problems i n Aesthetics (Macmillan Company, N.Y., 
1959), p. 242. 
G. Ryle, "The Theory of Meaning", i n C.A. Mace (ed . ) , B r i t i s h 
Philosophy i n the Mid-Century (A l l e n and Unwin, 1957), p. 239. 
D,M. Taylor, Explanation and Meaning (Cambridge U n i v e r s i t y 
Press, 1970), p. 110. 
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'meaning* why pursue questions about the meaning of 'meaning'? 

And how do we make sense of Taylor*s claim that we know what we 

mean but no-one can say j u s t what they do mean? I n an a r t i c l e 

on theories of meaning, Ryle i d e n t i f i e s two sources of p h i l o s 

ophical preoccupation w i t h meaning. He acknowledges that 

meaning has been the concern of philosophers throughout h i s t o r y 

but wishes to explain the more recent d i r e c t concentration on 

the problem, what he says could be described as "the occupational 

disease of twentieth century Anglo-Saxon and Austrian philosophy*'.^ 

He i d e n t i f i e s i t s dual o r i g i n i n l o g i c and i n questions about 

the nature of philosophy, two areas which as he shows are closely 

r e l a t e d . 

For the purposes of t h i s discussion a b r i e f summary of the 

broad conclusions Ryle reaches w i l l be s u f f i c i e n t without going 

i n t o an account of the d e t a i l s of h i s argument. He points t o 

the development of views of meaning by M i l l , Frege, Russell and 

Wittgenstein and the abandonment of e a r l i e r mistaken views of how 

words have meaning. The i n t e r e s t i n meaning arose from t h e i r 

w r i t i n g s on l o g i c . The l o g i c i a n i n studying rules of inference, 

Ryle suggests, has t o t a l k about the components of arguments: 

"(Now) the same argument may be expressed i n English 
or i n French or i n any other language; and i f i t 
expressed i n English, there may s t i l l be hosts of 
d i f f e r e n t ways of wording i t . What the l o g i c i a n i s 
exploring i s intended t o be i n d i f f e r e n t t o these 
differences of wording."7 

6 G. Ryle, "The Theory of Meaning", i n C.A. Mace (ed.), op. c i t , 
(1957). 
i b i d . , p. 2A0. 
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Thus i n order to give an explanation of what he i s doing the 

l o g i c i a n has t o t a l k about meanings and consequently i s l e d 

d i r e c t l y t o questions about meaning. 

The other main motive from which thinkers have posed the 

abstract question 'what are meanings?' comes, he suggests, from 

an account of the nature of philosophy, an attempt that i s t o 

d i s t i n g u i s h philosophy from psychology and the physical sciences. 

One view leads t o what Ryle c a l l s ' P l a t o n i s t i c conclusions': 

"Mental acts and states are the subject matter of 
psychology. Physical objects and events are the 
subject matter of the physical and b i o l o g i c a l 
sciences. I t i s l e f t t o philosophy t o be the 
science of t h i s t h i r d domain which consists l a r g e l y , 
though not e n t i r e l y , of thought-objects or Meanings."^ 

Ryle's comments on the o r i g i n of sp e c i f i c philosophical 

concern about meaning have important consequences. The f i r s t of 

these i s t h a t because questions about meaning l a r g e l y have t h e i r 

o r i g i n s i n l o g i c , a discussion of meaning i n drama w i l l not 

necessarily be i l l u m i n a t e d by a simple transportation of a theory 

from one realm t o another, e.g. from l o g i c t o aesthetics. I t w i l l 

be suggested that t h i s sort of move has misleading consequences. 

Secondly, the c r i t i c i s m Ryle makes of the general use of meaning 

(which as w i l l be seen crops up i n w r i t i n g about drama) i s impor

tant t o bear i n mind, 

"To say, ( t h e r e f o r e ) , t h a t philosophy i s the science 
of Meanings, though not altogether wrong, i s l i a b l e 
t o mislead i n the same way as i t might mislead t o say 
tha t economics i s the science of exchange values. 
This, too, i s true enough but t o word t h i s t r u t h i n 

8 G. Ryle, "The Theory of Meaning", i n C.A. Mace (ed . ) , op. c i t . 
(1957), p. 261. He a t t r i b u t e s the o r i g i n of t h i s view t o 
Brentano's p r i n c i p l e of i n t e n t i o n a l i t y and i t s development by 
Husserl and Meinong. 
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t h i s way i s l i a b l e t o make people suppose that the 
Universe houses, under d i f f e r e n t r o o f s , commodities 
and coins here and exchange values over there."9 

I t w i l l not be a question of condemning out of hand any use of 

meaning simply because the grammatical form of the sentence seems 

t o postulate an e n t i t y 'meaning* but to see whether statements 

about meaning are l i k e l y t o be misleading. For example, when 

Polanyi asserts "man l i v e s i n the meanings he i s able t o discern" 

i t might be tempting t o suggest here tha t the author i s t r e a t i n g 

meaning as an e n t i t y . I t h i n k that would be a s u p e r f i c i a l 

c r i t i c i s m because he i s drawing a t t e n t i o n t o an essential aspect 

of h i s own thought: what can be said t o have meaning t o an 

i n d i v i d u a l does so not by v i r t u e of a r e f l e c t i o n of something 

objective which i s duplicated i n the mind but there i s a personal 

p a r t i c i p a t i o n of the knower i n a l l acts of understanding. The 

important p o i n t , however, i s that i t i s the context which makes 

clear how Polanyi i s using the term. I t should be noticed that 

i t i s not an i n t e r p r e t a t i o n of h i s i n t e n t i o n which l e g i t i m i s e s 

h i s use of meaning but i t s actual context. 

The concept of meaning i s important t o the discussion of 

drama i n Learning Through Drama and i n places the use i s si m i l a r 

to that by Polanyi quoted above but i t w i l l be suggested tha t the 

authors' use of the term does lead t o problems. I n t h e i r chapter 

9 G. Ryle, "The Theory of Meaning", i n C.A. Mace (ed.), op. c i t . 
(1957), p. 263. 

10 M. Polanyi and H. Porsch, Meaning (University of Chicago 
Press, 1975), p. 66. 
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"Drama as A r t " , the notion of meaning i s introduced i n a section 

e n t i t l e d "Meaning and Symbolizing". The authors comment on the 

way an i n d i v i d u a l experiences the world: 

"As we l i v e through the constant barrage of sensory 
stimulation i n which we base our actions i n the world, 
we have f i r s t t o make sense of what we experience, t o 
give i t meaning."11 

Here the report makes reference t o the w r i t i n g s of Langer and 

describes the way language plays a cent r a l part i n the growth of 

consciousness: 

"Our a b i l i t y t o use language i s based on our power 
t o represent experience i n symbolic form. And the 
way we represent the world to ourselves, the way we 
symbolize i t , a f f e c t s how we come t o understand i t . 
New concepts may r a d i c a l l y a f f e c t the meanings we 
give t o experience and l a t e r our personal sense of 
r e a l i t y . " 1 2 

From t h i s account of the way man makes sense of the world he 

in h a b i t s , the report arrives very quickly at a d e f i n i t i o n of 

acting-out as, "the exploration and representation of meaning 

using the medium of the whole person". 

I t could be argued perhaps that the authors of the report 

were constrained by space but without looking more closely at 

Langer's notion of symbolic transformation i n perception as w e l l 

as i n language and without considering her important d i s t i n c t i o n 

between discursive and presentational symbolism, the t r a n s i t i o n 

from the way man makes sense of the world i n general t o a 

11 L. McGregor et a l . . Learning Through Drama (Heinemann, 1977), 
p. 14. 

12 i b i d . , p. 15. 
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d e f i n i t i o n of drama as a r t which employs the notion of meaning 

does not take the concept of 'drama as a r t * very f a r f o r the 

reason tha t there i s not a s u f f i c i e n t d i s t i n c t i o n between drama 

and other forms of communication which could reasonably be 

described i n the same way. What makes a c o n f l i c t i n drama d i f 

ferent from a r e a l - l i f e c o n f l i c t on the basis of t h i s d i s t i n c t i o n ? 

The quotations from the report reveal that the authors derive 

t h i s d e f i n i t i o n from the way the i n d i v i d u a l normally experiences 

the world but herein l i e s the problem. How i s drama as an a r t 

form d i f f e r e n t from the process described here? 

The problem w i t h the d e f i n i t i o n of acting-out as "the 

exploration and representation of meaning using the medium of 

the whole person" i s not so much that i t i s wrong but that i t i s 

unhelpful.-^^ On the basis of Langer's theory from which t h i s 

d e f i n i t i o n i s derived, a l l experience could be so defined, acts 

of perception are abstractions of forms t o create meaning. 

"Our merest sense-experience i s a process of formu
l a t i o n . The world that a c t u a l l y meets our senses 
i s not a world of 'things', about which we are 
i n v i t e d t o discover facts as soon as we have codi
f i e d the necessary l o g i c a l language t o do so ..."lA 

The d e f i n i t i o n of drama as 'the negotiation of meaning' could 

s i m i l a r l y be c r i t i c i s e d as being unhelpful. F i r s t of a l l , however, 

i t should be said th a t i n the context of the h i s t o r i c a l development 

of the subject i t i s possible t o see the authors* i n t e n t i o n i n 

13 L. McGregor et a l . , op. c i t . , p. 16. 

14 S. Langer, Philosophy i n a New Key (Harvard U n i v e r s i t y Press, 
Mass., 1942), p. 89. 
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wanting t o focus on content i n the drama instead of s k i l l s or 

self-expression. Anyone f a m i l i a r w i t h the development of drama 

can see the d i r e c t i o n the authors wanted t o give t o the subject. 

I t i s clear that the p a r t i c u l a r d e f i n i t i o n has become i n f l u e n t i a l 

and has tended t o represent a j u s t i f i c a t i o n f o r the subject. I n 

a review of a book f o r teachers of drama, O'Neill comments that 

the authors have ignored developments i n drama of the l a s t ten 

years and quotes as one example of that development the d e f i n i t i o n 

of drama as 'the negotiation of meaning'.1^ However, I would 

suggest that the authors of the book i n question might be forgiven 

f o r asking why t h e i r p a r t i c u l a r work i s not e n t i t l e d t o be 

described i n t h i s way. I t i s not necessary t o summarise the review 

or the book f o r my general point i s t h a t the d e f i n i t i o n i s open t o 

too many i n t e r p r e t a t i o n s . 'The negotiation of meaning' has become 

a useful reference f o r teachers of drama who already know what they 

mean by that phrase v i z k v i z the teaching of the subject but i t 

does l i t t l e t o inform the u n i n i t i a t e d . 

The actual context of the phrase reveals that what the authors 

have i n mind i s the way drama can develop by a process of r e c i p 

rocal action and r e a c t i o n , 

" I f two children face each other across an open f l o o r 
and one asks, 'what are you standing on?*, the response 
of the other w i l l immediately begin t o determine and 
shape a l l that i s to happen. I f he says, f o r example, 
•I'm standing on a r a f t ' , the symbolic s i t u a t i o n has 

15 See, f o r example, a book review by C. O'Neill, Let's Be 
M i r r o r s l , i n Times Educational Supplement (30.1.81), p. 24. 
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begun to be defined and w i t h i t the possible area 
of exploration."16 

I t i s useful to i d e n t i f y t h i s important method of working i n drama 

but t o define drama as "the negotiation of meaning" i s a r b i t r a r i l y 

to l i m i t drama, t o exclude, f o r example, pre-planned improvisations 

or work w i t h t e x t s . I f i t i s argued that i n f a c t many sorts of 

drama can be described i n t h i s way then i t can be suggested i n 

turn that the d e f i n i t i o n has been extended so that i t has become 

vacuous. 

Other uses of meaning i n t h i s chapter are simply redundant. 

I n the concluding comments the answer t o the questions, "what i s 

drama? what are i t s functions?" i s as follows, "We have argued 

that i t i s an expressive process which i s best understood through 

the idea of symbolization and i t s r o l e i n the discovery and commun

i c a t i o n of meaning".1^ I n t h i s context one might ask what i s 

added t o the notion of communication by the addition of the word 

'meaning'? Communication has the notion of meaning b u i l t i n t o i t . 

The emplojmient of meaning i n Learning Through Drama which i s 

link e d w i t h the notion of s3mibolism i n i t s context can be seen as 

intended to convey some idea of what i t means to say that drama i s 

an a r t form. The references t o Langer point the way to the sort of 

theory they have i n mind but as i t stands t h e i r use of 'meaning' as 

a way of j u s t i f y i n g drama i s not s u f f i c i e n t l y d e t a i l e d . 

16 L. McGregor et a l . , op. c i t . (1977), p. 17. 

17 i b i d . , p. 24. 
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I t i s now proposed t o look at the way Bolton uses 'meaning• 

i n h i s book but before doing so i t w i l l be h e l p f u l t o consider 

some observations made by Best ( w i t h f u r t h e r comments by Findlay) 

when he i s discussing the use of the term •meaning' by various 

w r i t e r s on movement, and although a detailed discussion of t h i s 

f i e l d i s outside the scope of t h i s study, i t i s useful to consider 

his general approach and the c r i t i c i s m s he makes to see whether 

they can be s i m i l a r l y applied t o w r i t i n g on drama. Best's view 

of meaning i s strongly influenced by Wittgenstein who rejected 

f a l s e accounts of how words can be said to have meaning: not by 

v i r t u e of t h e i r c o r r e l a t i o n w i t h the object for which they stand, 

nor by t h e i r association w i t h an inner mental idea. Meaning i s 

not an " a f f e c t i o n of the mind", an "occurrence at the moment of 

speaking" or a "process which accompanies a word", rather the 

meaning of a word ( f o r a large class of cases) i s determined by 
19 

i t s use. I t i s clear t h a t t h i s i s the view which Best i s 

applying rigorously to w r i t i n g s about meaning i n movement. 

The dictum 'the meaning i s the use' has had enormous impact 

i n philosophical t h i n k i n g about language and i s recognised as 

preventing misleading explanations about meaning l i k e those quoted 

above. I t should be said, however, that w r i t e r s have pointed t o 

the d i f f i c u l t i e s associated w i t h t h i s idea. Findlay, f o r example. 

18 D. Best, Philosophy and Human Movement (Allen and Unwin, 
1978). 

19 L. Wittgenstein, Philosophical Investigations ( B a s i l 
Blackwell, 1953), pp.l70e; 217e5 218e. 
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has suggested tha t i n a sense t o t a l k about the use of a word i s 

p a r t l y t o beg the question because i t i s an explanation of use 

which i n most cases i s the problem. He goes on to suggest tha t 

some versions o f the doctrine are too extreme, 

"By describing the functioning of l i n g u i s t i c expres
sion exclusively i n public and social terms, we at 
once go too f a r i n assuming such approaches t o be 
wholly j u s t i f i e d and cl e a r , and we also do not go 
far enough i n refusing t o recognise aspects of lang
uage not f i t t i n g an approach of t h i s s o r t , or i n 
•proving' them to be misguided or senseless."20 

He goes on at the end of h i s paper t o suggest that the tru e 

so l u t i o n of the problem of meaning must take i n t o account the 

" i n t e n t i o n a l nature of thought" although he does not expand on 

that idea.^-^ 

I t i s apparent t h a t Findlay has more sympathy w i t h the sort 

of explanation of meaning given by Husserl. The re l a t i o n s h i p 

between i n t e n t i o n and meaning w i l l be discussed l a t e r but i t i s 

important here t o stress a point which was made i n the introduc

t i o n t o t h i s paper: i t w i l l not be a question of attempting t o 

contrast Wittgenstein/Husserl accounts of meaning but rather t o 
22 

assess how the term i s most u s e f u l l y employed i n drama. There 

are important implications here f o r the application of philosophical 

20 J.N. Findlay, "Use, Usage and Meaning", i n G.H.R. Parkinson, 
The Theory of Meaning (Oxford University Press, 1968), p. 124. 

21 i b i d . , p. 127. 

22 For a comparison of Husserl/Wittgenstein on Meaning, see 
J.H. Mohanty, Husserl's Theory of Meaning (Martinus N i j h o f f , 
The Hague, 1969). 
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t h i n k i n g to the subject, f o r the discussion w i l l centre on drama 

rather than on theories of meaning. I t i s clear t h a t Best's 

account of meaning which centres on a philosophical theory leaves 

no room f o r i n t e n t i o n . 

When Best claims that meaning, "whether of thoughts, f e e l i n g s 

or movements can be i d e n t i f i e d only by p u b l i c l y recognisable 

c r i t e r i a " , he has t o account f o r such uses as "what does x mean 

to you?" and does so by p o i n t i n g to the f a c t that t h i s question 

i s roughly equivalent t o , "what i s the significance of x t o you?"23 

This leads him to the statement t h a t , "connotation, association, 

or significance should be c l e a r l y distinguished from 'meaning* i n 

the l o g i c a l s e n s e " . I t i s apparent from t h i s comment and from 

h i s whole discussion th a t Best i s prescribing a p a r t i c u l a r use of 

meaning derived from l o g i c a l considerations f o r t a l k about movement. 

Among the various uses of the term which he claims are not p h i l o s 

o p h i c a l l y j u s t i f i e d he c r i t i c i s e s "the incoherence of the notion 

of subjective meaning".^-* 

Now the concept of subjective meaning i s important i n Bolton's 

theory of drama i n education: "A feature of type D drama (then) 

i s t h a t i t i s p r i m a r i l y concerned w i t h learning at a subjective 

l e v e l of meaning",2^ and elsewhere he suggests tha t drama and play 

can be distinguished "by the q u a l i t y of the subjective meaning 

23 D. Best, op. c i t . (1978), p. 131. 

24 i b i d . , p. 127. 
25 i b i d . , p. 130. 
26 G. Bolton, Towards a Theory of Drama i n Education (Longman, 

1979), p. 32. 
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w i t h i n the a c t i v i t y " I t should be said that the discussion i n 

the book i s a l l i e d w i t h what the author c a l l s " o b j e c t i v e meaning" 
28 

and meaning i n drama i s discussed elsewhere by him, but i t i s 

the use of "subjective meaning" which i s of i n t e r e s t here because 

i t w i l l be suggested t h a t the thinking underlying t h i s usage i s 

v i t a l i n d i s t i n g u i s h i n g d i f f e r e n t approaches t o the subject. I t 

w i l l also be necessary t o see how t h i s concept stands up t o 

philosophical scrutiny. 

The noticsi of subjective meaning occurs through much of the 

early p a r t of Bolton's book but i t i s easier t o see why the idea 

i s introduced i f a straightforward exa2iq)le i s taken which he uses 

at the s t a r t of chapter three. A c h i l d jumps over a stream and 

imagines he i s leaping over the heads of crocodiles. To an 

observer there are no contextual clues as t o what the make-believe 

e n t a i l s ; i n Best's terms there are no public c r i t e r i a . The only 

way of f i n d i n g out what i s going on i n terms of the f i c t i o n i s t o 

ask the c h i l d . I t seems p e r f e c t l y v a l i d t o say t h a t i n one sense 

the meaning of h i s action depends on how he sees i t , depends on 

his imagination. The phrase ' i n one sense' i s added not i n 

deference t o the sort of provisos Best might make about the l o g i c a l 

use of 'meaning' but t o acknowledge t h a t a psychologist might 

want t o describe the meaning of play i n other terms. ( I t w i l l be 

suggested l a t e r that the idea of layers of meaning i s i n ^ o r t a n t 

i n aesthetic meaning). 

27 G. Bolton, op. c i t . (1979), p. 33. 
28 G. Bolton, "Creative Drama as an A r t Fomf*, London Drama 

(Vol. 5, No. 6, Spring 1977). 



- 186 -

But here l i e s a dilemma. Do we i n s i s t on l i m i t i n g the use 

of meaning here on the grounds that i t might lead t o f a l s e 

philosophical assumptions? Objections of that kind have p a r t l y 

t o do w i t h g i v i n g explanations of meaning, t o say th a t action has 

a subjective meaning f o r the c h i l d could lead us t o seek t o 

explain meaning by p o i n t i n g t o a process i n the boy's head. 

There i s also the danger t h a t use of everyday language, without 

worrying about the p i c t u r e of the mind which i t i mplies, may land 

us w i t h implications about mental l i f e t h a t , i f we were clear 

and e x p l i c i t about them, we might w e l l not want t o accept. 

Worries about forms of dualism and p r i v a t e language (which concern 
29 

Best) are important. However, and t h i s i s the important p o i n t , 

I do not think i t necessary or useful t o c u r t a i l our use of 

'meaning* on the basis of these observations and dangers; i t i s 

enough t o be aware of them. 

Wittgenstein does not attempt t o circumscribe uses of 'mean

ing' but to show that they occur i n d i f f e r e n t language games: 

"The language game ' I mean (or meant) t h i s * (subsequent explanation 
of a word) i s quite d i f f e r e n t from t h i s one: ' I thought of ... as 

30 

I said i t " . I t does not seem necessary t o draw a boundary 

around the term meaning as long as i t s purpose i s clear from the 

context. I f i t i s not, we might want to sharpen the edges of 

29 Wittgenstein discusses p r i v a t e language, "Sounds which no one 
else understands but which I appear t o understand ..." i n 
Philosophical I n v e s t i g a t i o n s , p. 94ff, 

30 L. Wittgenstein, op. c i t . (1953), p. 2l7e. 
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p a r t i c u l a r contexts. While ta l k i n g i n general about the drawing 

of boundaries for concepts, Wittgenstein has the following to 

say, 

"... we can draw a boundary for a s p e c i a l purpose. 
Does i t take that to make the concept usable? Not 
at a l l J (Except for the sp e c i a l purpose).*'31 

The defence of the use of meaning i n the sort of context 

quoted above (the use of subjective meaning) which r e f e r s to 

feelings and intentions i s important for two reasons. F i r s t l y , 

i t may not j u s t be a question of a r b i t r a r y choice ('you c a l l i t 

meaning, I prefer to c a l l i t s i g n i f i c a n c e ' ) because to deny a 

use of meaning i n t h i s way on l o g i c a l grounds may r e s u l t i n a 

d i s t o r t i o n of the concept of aesthetic meaning i n r e l a t i o n to 

drama - t h i s w i l l be dealt with i n the second section. Secondly, 

although Bolton's work i s at present the only attempt to construct 

a systematic theory which explains the importance of i n t e r n a l 

action i n educational drama as opposed to j u s t external behaviour, 

t h i s aspect of the subject has an i m p l i c i t importance i n a number 

of contemporary approaches to the subject. This w i l l be dealt 

with i n section three and four of t h i s paper but some further 

comments can be made here. 

Midgley, while discussing behaviourist attempts to describe 

the outer manifestations of behaviour alone, makes the point that 

most of the terms i n which we can describe behaviour e f f e c t i v e l y 

do r e f e r to the experience of the agent as w e l l . 

31 L. Wittgenstein, op. c i t . (1953), p. 33. 
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"Reference to a conscious subject always s l i p s i n , 
whatever the d i s i n f e c t i n g precautions, simply because 
language has been so framed as to carry i t . " ^ 2 

She goes on to say that descriptions of human a c t i v i t i e s l i k e 

laughing or crying are not j u s t describing standard outward 

movement any more than they are j u s t describing stat e s of mind 

but such movements made with c e r t a i n sorts of feelings or inten

tion. 

She takes the case of laughter to make her point i n more 

d e t a i l . From an outer point of view laughing i s j u s t making a 

strange noise s i m i l a r to one which might be made by a physical 

object l i k e a saw or an animal l i k e a hyena. The noise i t s e l f , 

however, i s not what we would want to describe as a laugh. More

over, i t makes perfect sense for someone to say "they were a l l 

laughing at me" even though no noise has been made and the speaker 

has been treated with outward politeness by those he i s accusing. 

Midgley continues as follows: 

" I f we want to understand such notion, there i s no 
substitute for grasping the kind of subjective, cons
cious state i n which such noises are t y p i c a l l y made, 
and for t h i s you need to be capable of something l i k e 
i t yourself. Someone who does not grasp that state 
at a l l w i l l be simply unable to recognise a laugh -
to d i s t i n g u i s h i t r e l i a b l y from coughs, sobs, snorts, 
and other noises - l e t alone to interpret i t s point 
and meaning."33 (my i t a l i c s ) . 

The point Midgley i s making here which i n her book i s part 

of an extensive discussion of motives, i s important because recent 

32 M. Midgley, Beast and Man (Methuen, 1979), p. 106. 

33 i b i d . , p. 107. 
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developments i n educational drama have made i t necessary to take 

more account of the subjective conscious state of the p a r t i c i p a n t s 

although the behaviourist school of thought tends to make people 

f e e l uneasy about speaking i n those terms. When applied to drama 

there i s a s p e c i f i c problem to consider because there i s more 

like l i h o o d of there being a disjunction between the outward action 

and the consciousness of the i n d i v i d u a l . Although Midgley quotes 

the case of someone objecting that people are laughing at him 

although there i s no physical manifestation, i n a pretend s i t u 

ation there can be the reverse, an external manifestation of 

laughing without what might be thought to be an appropriate 

f e e l i n g and intention. ( I t w i l l be suggested that t h i s f a c t i s 

sometimes ignored by some drama exponents and has been ignored 

i n the past hist o r y of the subject). 

I t was suggested that to deny the notion of subjective 

meaning might be to neglect the importance of the consciousness 

of the p a r t i c i p a n t s i n talking about the meaning of the drama -

t h i s discussion w i l l be extended l a t e r i n t h i s chapter. On the 

other hand, i t would be equally misguided to reduce the notion of 

meaning to the subjective, to t a l k about subjective meaning as i f 

i t i s the meaning. Here the matter becomes complex because p h i l 

osophical assumptions that an expression has meaning by v i r t u e of 

a correspondence with a mental picture could be thought to be 

s i m i l a r to claiming that the meaning of an action i s to be deter

mined by the mental state of the agent. However, the l i k e l i h o o d 

of anyone making the l a t t e r claim i n the context of w r i t i n g about 

drama seems most un l i k e l y . 
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To repeat then the main point being made at t h i s stage: 
to employ log i c a l / p h i l o s o p h i c a l arguments to pounce on uses of 
meaning on the grounds that the form of the sentence leads to 
f a l s e misconceptions about meaning seems to be an unhelpful way 
of applying philosophical thinking to subjects l i k e movement and 
drama; uses of meaning should rather be assessed i n the context 
of the purpose they serve i n c l a r i f y i n g aspects of the subject 
i n question. 

The importance of being c l e a r about uses of meaning becomes 

apparent because t a l k about 'the meaning of the drama' can be 

empty i f there i s confusion about what i s meant by such a s t a t e 

ment. In a report of a discussion of a lesson i n Exploring 

Theatre and Education, Heathcote says that the group must "focus 

on the meaning of the drama", confirming what she has a c t u a l l y 

said to the group i n the lesson, "we only have to find a meaning". 

Now there are a number of contexts which would make i t c l e a r what 

was meant by the in s t r u c t i o n to "focus on the meaning": children 

when reading aloud are often more concerned with pronouncing the 

words c o r r e c t l y than understanding the meaning of a text; someone 

might while glancing at a l e t t e r d i r e c t attention to the hand

writing rather than the meaning; conversely Polanyi has pointed 

out that i t i s possible for a b i l i n g u i s t to read a l e t t e r and 

attend to i t s meaning without afterwards knowing which language i t 

3A D. Heathcote, "From the P a r t i c u l a r to the Universal", i n 
K. Robinson (ed.). Exploring Theatre and Education (Heinemann, 
1980), p. 29. 
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was written i n . With these cases i t i s c l e a r what i s meant by 

focussing on the meaning but i t i s not so c l e a r i n the context 

of a drama lesson. I n t h i s case i t would seem that meaning i s 

being used to correspond to what might be c a l l e d theme as opposed 

to p l o t . That may be a misinterpretation of i t s use i n the 

context of the a r t i c l e mentioned but i f i t i s , that only serves 

to confirm the f a c t that problems may a r i s e when the context does 

not make i t s use c l e a r . For the purposes of t h i s discussion, 

which i s concerned with the more general implications of taking 

meaning to replace theme, i t i s enough to suppose t h i s i s what 

was intended here. 

Thus, to take a very simple example: the plot of the play 

might be that a group of people are going on a voyage, the theme 

might be to do with the way people behave under s t r e s s or more 

p r e c i s e l y that people under s t r e s s tend to make rash decisions, 

so that to focus on the meaning would be to focus on t h i s aspect 

of the play. However, many teachers (including Heathcote, 

judging by descriptions of other lessons) would not want to draw 

the attention of the c l a s s s p e c i f i c a l l y to the theme i n t h i s way 

which might serve to destroy the drama by i n h i b i t i n g the group's 

spontaneous approach to the work. I t w i l l be argued that to think 

i n terms of the meaning of the drama as being equivalent to the 

theme may have misleading consequences but i n order to make that 

point some further discussion of the notion of meaning i s necessary, 

35 M. Polanyi, Personal Knowledge (Routledge and Kegan Paul, 1958), 
p. 57. 
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General accounts of meaning often r e f e r to the f a c t that 

words have connotations. By t h i s i s meant that words have 

associations for people. These may vary considerably from person 

to person, or from group to group or there may be general t a c i t 

agreement on the connotations of a word. I n the context of drama 

t a l k of the meaning of a play w i l l tend to have connotations of 

what i s s i g n i f i c a n t , important, c e n t r a l . Above a l l , one would 

expect the educational significance of a piece of drama to attach 

to the meaning of the drama, that the increase i n understanding 

must r e l a t e to the meaning. I t i s not necessary to t r e a t these 

claims to any close scrutiny at t h i s stage because the intention 

i s j u s t to point out the general connotations the word 'meaning' 

i s l i k e l y to have and the sort of t a c i t assumptions which may 

influence approaches to the teaching of drama. 

To return then to the assumption that the meaning i s equi

valent to the theme, the dangers can now be described. I f the 

meaning i s i d e n t i f i e d with the theme and the learning potential 

with the meaning then there w i l l be a tendency to assume that the 

learning outcome w i l l correspond to the theme. I n the case of 

the example given, the learning area w i l l be i d e n t i f i e d i n 

precise terms: that people under s t r e s s make rash decisions. 

Here i t w i l l be apparent that there are echoes of the l a s t chapter 

on learning where i t was argued that to t r y to represent the 

learning outcome i n terms of propositions i s often to d i s t o r t the 

nature of the drama. I n the case of the example given i t might 

be wrong to reduce the learning outcome to a form, 'people under 
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s t r e s s tend to make rash decisions', on the other hand i t might 

be very important and useful for the teacher to think about the 

drama i n those terms, (This point w i l l be developed further at 

the end of the next section on aesthetic meaning). I t i s not a 

question of denying the use of the notion of theme or meaning i n 

these cases but simply to avoid the assumption that the meaning 

of the drama i s contained or defined i n terms of i t s content 

alone, whether very simply i n terms of plot or more s o p h i s t i c -

atedly i n terms of theme. 

Not a l l uses of meaning i n drama have been described but 

enough has been said at t h i s stage to make a general comment. 

The dangers associated with uses of meaning can be summarised as 

follows. Various factors which can be sa i d to constitute the 

meaning of the drama: form, the intention of the p a r t i c i p a n t s , 

content or theme can be taken to determine the meaning of the 

drama. Teachers of drama need a conceptual apparatus to t a l k 

about various aspects of the drama without being constrained from 

using 'meaning' i n a v a r i e t y of contexts. I t i s for t h i s reason 

that the notion of aesthetic meaning i s u s e f u l . 

( i i i ) Aesthetic Meaning 

Before looking at aesthetic meaning i t w i l l be useful to make 

some general comments on the application of aesthetics to drama 

i n education. Osborne, i n a survey of topics l a r g e l y debated i n 

aesthetic theory, gives some indication of the divergent points of 
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view and i n t e r e s t i n the f i e l d . T h i s divergence has to do not 

j u s t with a difference of opinion on the nature of aesthetic 

experience and judgement (which he suggests i s the c e n t r a l core 

of a e s t h e t i c s ) but also because d i f f e r e n t forms of a r t prompt 

di f f e r e n t but often analogous questions. 

The choice of words here i s important. I f the questions 

presented by d i f f e r e n t a r t forms were t o t a l l y separate, were not 

analogous, the business of aesthetics could be conducted i n terms 

of p a r t i c u l a r a r t forms. But, of course, a large part of aesthetic 

thinking concerns i t s e l f with general questions about a r t , has to 

do with the general nature of aesthetic experience. Rader has 

suggested that much of the disagreement i n the f i e l d i s merely 

nominal: 

"Terms such as 'imagination', 'form', 'meaning', and 
'distance' indicate d i f f e r e n t facets of a r i c h and 
varied subject rather than mutually exclusive defin
i t i o n s . " 37 

I n h i s own survey of the f i e l d he attempts to reconcile various 

doctrines which may appear contradictory and h i s motive for doing 

so i s appealing: 

"This attempt to resolve c o n f l i c t s i n theory seems to 
me p e c u l i a r l y appropriate to aesthe t i c s , for a r t i t s 
e l f i s the great reconciler of those opposites i n our 
p r a c t i c a l l i f e which o r d i n a r i l y exclude each other."38 

36 H. Osborne (ed.). Aesthetics (Oxford University Press, 1972), 
see introduction, pp. 1-24. 

37 M. Rader (ed.), A Modern Book of Aesthetics (Holt, Rinehart 
and Winston, U.S.A., 1935, revised fourth edition, 1973), 
p. 1. (The s p e l l i n g " E s t h e t i c s " i s used i n the t i t l e ) . 

38 i b i d . , p. 19. 
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Perhaps the necessary note of caution i s struck by Langer 

when she comments, 

"When we t a l k about 'Art' with a c a p i t a l 'A' - that 
i s about any or a l l of the a r t s : painting, sculpture, 
architecture, the potter's and goldsmith's and other 
designers' a r t s , music, dance, poetry and prose f i c 
t i on, drama and fi l m - i t i s a constant temptation to 
say things about 'Art' i n t h i s general sense that are 
true only i n one sp e c i a l dcanain, or to assume that 
what holds for one a r t must hold for another."39 

I t i s s i g n i f i c a n t that i n her own writing, although Langer i s 

concerned to give a systematic, unified account of the nature of 

a r t , she i s c a r e f u l to r e l a t e her general theory to s p e c i f i c a r t 

forms. I n fac t she describes her theory as an attempt to find 

the unity i n art by looking at the differences which divide the 

various art f o r m s . A sim i l a r conclusion about the dangers of 

making unwarranted generalisations about a r t could be drawn from 

Charlton's comments when he discusses formalist c r i t e r i a of a r t 

and points out that the concentration on a notion of pure form by 

aestheticians l i k e Whistler and B e l l seems far more appropriate 

to music than, for example, to works of l i t e r a t u r e . 

I n looking to aesthetics then for some application to drama 

i n education, caution must be exercised. Account must be taken 

39 S. Langer, Problems of Art (Charles Scribners Sons, N.Y., 
1957), p. 13. 

40 i b i d . , p. 14. " I t i s i n pursuing the differences among 
them that one a r r i v e s , f i n a l l y , at a point where no more 
differences appear; then one has found, not postulated, 
t h e i r unity". 

Al W. Charlton, Aesthetics (Hutchinson, 1970), p. 24. 
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of the nature of drama i n education, for the indiscriminate 

application of some aesthetic theorising could d i s t o r t the nature 

of the subject. Discussions about aesthetic experience, for 

example, are often concerned with response to a r t objects whereas 

much educational drama i s not so much concerned with response to 

a r t but experience i n creation, sometimes described as a d i f f e r e n t 

emphasis on 'process' or 'product'. The concern here i s not 

nec e s s a r i l y to preserve the d i s t i n c t i o n between theatre and drama 

but to point out that the i n t e r e s t for the teacher i s determined 

by the educational context. Thus i n a t h e a t r i c a l experience he 

i s l i k e l y to be interested i n the experience of the pupils whether 

they are actors or audience. The concentration on response to 

art objects i s understandable i n aesthetics given that what i s 

meant by a r t normally r e f e r s to actual a r t objects. This assump

tion, for example, underlies Hospers' comments on meaning: 

" I suggest that i t be defined somewhat as follows: 
a work of a r t means to us whatever e f f e c t s (not nec
e s s a r i l y emotions) i t evokes i n us."^2 

A d e f i n i t i o n of t h i s kind i s not helpful i f applied d i r e c t l y to 

drama. 

So far i n t h i s study reference has been made only i n passing 

to the notion of drama as a r t . U n t i l now attention has been 

directed more at the educational concepts involved i n order to 

examine some of the problems involved i n attaching concepts l i k e 

42 J . Hospers, "Meaning", i n M. Weitz, Problems i n Aesthetics 
(Macmillan Co., N.Y., 1959), p. 243. ~ 
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aims, learning and teaching to drama. Thus i t has been the 

intention to look at some of the problems r a i s e d by questions 

of the kind, 'what are the pupils learning i n drama?' without 

using the claim that because drama i s an a r t form such questions 

are not relevant. This tendency to take the concept 'art ' as a 

reason for not defining c l o s e l y the content of concepts l i k e 

learning and teaching i s understandable and must be taken ser

iously for a r t i s generally conceived to be concerned with what 

i s otherwise i n e f f a b l e . I n the same way, opposition to various 

claims that drama promotes learning which were i d e n t i f i e d e l s e 

where have to be considered. I t w i l l be argued that the concept 

of aesthetic meaning gives some insight into the claun that drama 

i s a r t without contradicting the content of the e a r l i e r discussion 

on aims and learning. 

The account of aesthetic meaning given by Reid i s one which 

i n i t s most si m p l i f i e d form would receive agreement from a r t i s t s 

and c r i t i c s . ^ ^ I t i s the view which sees works of a r t as having 

unique, untranslatable, embodied meaning. I t w i l l be worth 

dwelling a l i t t l e on an example given by him because i t conveys 

more c l e a r l y what he means than would a summary of h i s argument. 

The view of meaning of a r t he proposes i s easier to grasp i n terms 

of the notion of poetic meaning. Reid gives as an example 

Macbeth's speech, "Tomorrow, and tomorrow and tomorrow" and says 

43 L. Reid, Meaning i n the Arts (Allen and Unwin, 1969). A use
f u l summary of h i s theory can be found i n "Education and 
Aesthetic Meaning", a shorter a r t i c l e by him i n B r i t i s h 
Journal of Aesthetics (9,3, 1969, pp. 271-284). 
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that the thought that " l i f e seems meaningful" has often been 

uttered but i n these l i n e s there i s a "new incarnation". 

" I t i s not simply that i t says more than a short 
paraphrase can give, but that every b i t of the 
quality of the sounding language i s part of the 
f e l t meaning. Any good c r i t i c could show t h i s . 
The long, dreary, repeated sounds of 'tomorrow ... 
creeps ...'; the sound of contempt and disgust i n 
the contrast of the long and the sharp sounds i n 
'petty'; the compression of 'dusty death'; the 
passion of 'Out, out ...'; the despair of ' s t r u t s 
and f r e t s ' , of ' i d i o t ' ; the f r u s t r a t i o n , by the 
word 'nothing'; the expectation of the long ' s i g 
nifying* ... i n a l l these, and throughout the 
passage, the 'sound' and the 'sense* are, aesthet
i c a l l y , completely inseparable."^^ 

I would want to add to these comments that because t h i s i s 

an extract from a play the import of these l i n e s w i l l also depend 

on what has come before both i n terms of plot and language and 

i n production of the actions and p a r t i c u l a r stresses of the actor. 

There i s i n these l i n e s a culmination of the light/darkness 

imagery which has pervaded the play. C r i t i c a l accounts of t h i s 

speech often t r e a t i t as a poem thus neglecting to take into 

account the f a c t that i t s t o t a l import depends on i t s context 

within the play. To say that the speech has meaning by v i r t u e of 

i t s unique combination of content and form i s only accurate as 

long as the analysis of form i s adequate. A si m i l a r point w i l l 

44 L. Reid, op. c i t . (1969), p. 99. 
Tomorrow, and tomorrow, and tomorrow. 
Creeps i n t h i s petty pace from day to day 
To the l a s t s y l l a b l e of recorded time. 
And a l l our yesterdays have lighted fools 
The way to dusty death. Out, out, b r i e f candle! 
L i f e ' s but a walking shadow, a poor player 
That s t r u t s and f r e t s h i s hour upon the stage 
And then i s heard no more: i t i s a t a l e 
Told by an i d i o t , f u l l of sound and fury, 
Signifying nothing. 
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be made i n r e l a t i o n to educational drama. The main point here, 

however, i s that meaning qua aesthetic meaning cannot be reduced 

to the sum of i t s parts for the work of a r t embodies unique, 

new meaning. 

Reid acknowledges the d i f f i c u l t i e s associated with t h i s 

conception of meaning. 

"The fac t i s familiar to a l l a e s t h e t i c a l l y s e n s i t i v e 
people but the formulation of the concept i s d i f f i c 
u l t , l a r g e l y because the f a c t referred to i s uniquely 
aesthetic and our ordinary language i s made to deal 
with other, non-aesthetic matters."^5 

One of the consequences of t h i s analysis i s the i n s e p a r a b i l i t y 

of aesthetic meaning from the form i n which i t i s embodied. 

A sim i l a r point about meaning i s made by Coombes when he i s 

tal k i n g about the way the language of a poet conveys unique 

meaning i n contrast to other forms of writing, 

"To a l t e r h i s language would mean a l t e r i n g and imp
a i r i n g h i s thought; whereas i n expository and 
informative writing (which, l e t us remember, forms 
the great bulk of a l l w r i t i n g ) , the language may be 
altered considerably and s t i l l convey the same meaning. 
'Meaning' i n t h i s sense i s only part of the poet's 
expressiveness; h i s experience i s not a matter of 
gathering ideas and f a c t s at second-hand; i t i s one 
of sensuous, emotional and i n t e l l e c t u a l awareness 
of l i f e . " ^ 6 

I t i s c l e a r from these comments that 'meaning' i s being 

used i n a d i s t i n c t way and the ambiguity attached to the concept 

45 L. Reid, "Education and Aesthetic Meaning", i n B r i t i s h Journal 
of Aesthetics (9, 3, 1969), p. 273. ' ' 

46 H. Coombes, L i t e r a t u r e and C r i t i c i s m (Chatto and Windus, 1953), 
p. 87. 
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has prompted some writer s to avoid i t when ta l k i n g about a r t . 

Hospers warns about the sort of problems involved, 

"... i t may not seem advisable at a l l to use the 
word 'meaning' i n speaking of works of a r t . And I 
am quite ready to agree with t h i s sentiment; the 
word 'meaning* when used i n t h i s context i s v a s t l y 
confusing."^7 

He suggests that the source of confusion a r i s e s because of other 

conventional uses of meaning. Reid i s not prepared to accept 

t h i s type of objection and i s i n s i s t e n t on using the term: 

"'Meaning* i s a word with a r i c h v a r i e t y of content 
and should not be used i n one l o g i c a l context only. 
There are contexts i n which aestheticians and a r t 
c r i t i c s ought to use meaning; aesthetic meaning i s 
one of the f a c t s of l i f e and i f logicians do not 
yet understand t h i s , they have, as the saying goes, 
* something coming to them*."^8 

Reid's view of aesthetic meaning has much i n common with that 

of Langer, although she tends to prefer to use 'import'. For 

example, considerations of the kind quoted above prompt her to 

suggest that i t i s more appropriate to t a l k about what a poet has 

made rather than what he i s saying because t h i s second formulation 

tends to make us consider content a l o n e . I t would be too much 

of a digression to consider Langer's theory i n d e t a i l here but the 

objections Reid makes to her use of c e r t a i n terms serves to emphasise 

h i s conception of aesthetic meaning. For example, h i s preference 

for the term 'embodiment' rather than 'expression' i s to avoid the 

47 J . Hospers, "Meaning", i n M. Weitz, op. c i t . (1959), p. 243. 

48 L. Reid, Meaning i n the Arts, op. c i t . (1969), p. 68. 

49 S. Langer, Feeling and Form (Routledge, 1953), p. 211. 
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view that feelings are expressed i n a r t . A l i t e r a l sense of 

expression might be when water i s squeezed from a sponge; the 

water which comes out i s the same water as was absorbed. I n 

creating a work of a r t a new complex comes into being, 

"... and i n our aesthetic experience of i t , we come 
to have new feelings, and new structures of f e e l i n g s , 
which are not projections of the forms of l i f e -
feelings but new v i t a l feelings themselves not j u s t 
'how v i t a l and emotional and i n t e l l e c t u a l tensions 
f e e l ...' but new, fresh, v i t a l tensions relevant 
and s p e c i f i c to the meaning s p e c i f i c a l l y embodied 
i n t h i s thing here before us, nowhere else and never 
before."50 

The word 'expressive', Reid wants to maintain, has contra-

aesthetic undertones because i t d i r e c t s our thoughts outwards 

rather than into the unique meaning embodied i n creation. 

He has si m i l a r reasons for not wanting to describe a r t as 

symbolic. What a symbol normally means, he siiggests, i s concept

u a l l y distinguishable from the symbol i t s e l f ( a hearth symbolises 

secu r i t y ) which i s not the case with an aesthetic symbol, "The 

perceptuum does not 'symbolize' or 'mean' something e l s e , which 

i s , a e s t h e t i c a l l y and i n aesthetic experience d i s t i n c t from i t s e l f : 

aesthetic meaning i s embodied" I t might seem odd that Reid 

defends the use of 'meaning' so vociferously (he objects to Langer 

•kow-towing' to logicians by using 'import' instead) but objects 

to the use of 'symbol' and 'expression' because they have other 

uses outside aesthetics, but that i s a minor point. 

50 L. Reid, Meaning i n the Arts, op. c i t . (1969), p. 61. 

51 i b i d . , p. 198. 
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The concept of aesthetic meaning has only been given b r i e f 
attention but the explication of the idea can continue i n the 
context of drama. I t i s worth anticipating a possible objection 
at t h i s stage. I t i s a l l very w e l l using the sophisticated 
notion of aesthetic meaning to apply to poetry and i n p a r t i c u l a r 
to a piece of Shakespeare verse, the language of which resonates 
with profound meaning but i s i t not far-fetched and something of 
a conceit to apply the same concept to an infant play on witches 
or a fourth year secondary school improvisation about a s t r i k e ? 
The language of these plays can hardly be said to be dense with 
imagery and subtle nuances. This sort of objection i s the kind 
of misapplication of aesthetic theory to drama i d e n t i f i e d e a r l i e r 
which does not take into account the nature of the subject i t s e l f . 
The constituents of the meaning of the drama have to be i d e n t i f i e d 
i n t h e i r own terms as w i l l be described. 

I t might be argued from the account of aesthetic meaning 

given so far that t h i s , when the idea i s applied to drama, i s to 

deny attempts to formulate what the p a r t i c u l a r educational content 

of a drama experience might be. For the meaning of an a r t form 

i s ultimately not explicable i n terms other than by reference to 

i t s e l f as an integrated whole. Does the notion of aesth e t i c 

meaning admit the application of epistemological terms? I s the 

use of a notion l i k e aesthetic meaning which seems so e l u s i v e not 

to further the entrenchment and p o l a r i s a t i o n between those who 

have f a i t h i n the a r t s as education and those who would see them 

as recreation or hobby or, even worse, as the pastime of an e l i t e 

who can * speak the language*? 
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Greger, i n an a r t i c l e on aesthetic meaning, has comments 

which are relevant to these s o r t s of questions. She endorses 

the view of 'meaning embodiment' described here and goes on to 
53 

identify an objection to that view which was made by Gregory. 

One aspect of h i s c r i t i c i s m i s that to t a l k of meaning-embodiment 

i n t h i s way i s what amounts to an evasion of the problems assoc

iated with the concept of meaning and that t a l k of a r t does not 

warrant the application of epistemological terms: 
"... I f someone having had an aesthetic experience 
now claims to know something they never knew before, 
i t i s right and proper, i f so i n c l i n e d , to ask them 
what i t i s they now know. I f they reply to the 
effect that i t i s quite unformable propositionally, 
i t i s unclear why they should i n f a c t be credited 
with knowledge, even of a mysterious kind."54 

Gregory's objection hinges on the fact that i f one cannot 

e f f e c t i v e l y capture l i n g u i s t i c a l l y the meaning of a work of a r t , 

i t makes l i t t l e sense to t a l k of knowledge i n r e l a t i o n to art# 

Greger's response to h i s objection can be seen to take two forms: 

she f i r s t tackles h i s view d i r e c t l y and then proceeds to elucidate 

more c l e a r l y her concept of aesthetic meaning by examining i t i n 

r e l a t i o n to a Blake poem. She suggests that Gregory must either* 

be working from within a p o s i t i v i s t framework or e l s e i s himself 

52 S. Greger, "Aesthetic Meaning", Proceedings of the Philosophy 
of Education Society (Supplementary Issue, Vol, v i , 2, 1972). 

53 I . Gregory, Review of Meaning i n the Arts, i n Education for 
Teaching (Summer 1971), p. 78ff. 

54 i b i d . , p. 81. 
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glossing over the problems which the concept of a e s t h e t i c meaning 

intends to solve. I n the former case, i f he i s evoking the 

v e r i f i c a t i o n p r i n c i p l e that truths are either a n a l y t i c or v e r i f 

i able empirically then he i s forced to reduce moral and r e l i g i o u s 

statements to the same emotivist status. Greger, j u s t i f i a b l y , 

does not go further along that l i n e of argument - presumably she 

assumes that to i d e n t i f y h i s stand as l o g i c a l p o s i t i v i s t i s enough 

to defeat i t . On the other hand, i f , i n h i s demands for the 

prepositional, he i s simply seeking statements taking an overt 

subject-predicate form then she suggests he i s not n e c e s s a r i l y 

seeking the sort of c l a r i f i c a t i o n he may think he i s seeking. 

"Would he, for example, accept Keats* exclamation, 
•Beauty i s truth, truth beauty' as propositional, 
simply on the basis of i t s apparent propositional 
form and therefore having a j u s t claim to knowledge?"^^ 

The point Greger i s making here can be applied to drama i n 

an interesting way. Although i t was suggested i n an e a r l i e r chapter 

that to try to define the learning propositionally i s to mis

interpret the nature of the subject, there are occasions when the 

teacher and observers can i d e n t i f y what might be described as the 

'colour' of the experience i n language which takes a propositional 

form.56 

When Greger examines a poem i n d e t a i l she demonstrates that 

although the t o t a l import of the poem f i n a l l y eludes d i s c u r s i v e 

55 S. Greger, op. c i t . (1972), p. 142. 

56 As an example, i n a play about a t r i b e the pupils ( s i x year 
old white C a l i f o r n i a n s ) l e a r n , "that Africans are l i k e us i n 
many ways". G. Bolton, op. c i t . (1979), p. 41. 
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analysis t h i s does not mean that the work cannot be analysed, i n 

her words "unpacked d i s c u r s i v e l y " . She contrasts the sort of 

thinking applicable to Mathematics and the Sciences which conform 

to certain laws of lo g i c (e.g. ambiguity or multiple meanings 

serve to invalidate the l o g i c ) to the sort of thinking applicable 

to the arts which has i t s own order, d i s c i p l i n e and r a t i o n a l e . 

A poem cannot be discussed i n terms of s t r i c t inductive or 

deductive l o g i c : i t w i l l contain c o n f l i c t i n g ideas, contradictions 

and paradoxes which open up the w i l l i n g reader's responsiveness. 

"Any preconceived ideas and e:q}ectations of simple 
meaning are revealed as inadequate i n the face of 
these c o n f l i c t i n g meanings and the reader i s d i s 
turbed into experiencing at a deeper l e v e l than i s 
probably normal for him i n the course of p r a c t i c a l , 
everyday l i f e . " 5 7 

Thus the notion of 'l e v e l s of meaning' and concepts l i k e connot

ation and significance (which i t w i l l be remembered Best was so 

concerned to distinguish from meaning) w i l l be v i t a l to aes t h e t i c 

meaning. 

This l i n e of argument i s continued i n another a r t i c l e , 

"Presentational Theories Need Unpacking". Although she i s 

b a s i c a l l y i n sympathy with various forms of presentational theories 
58 

of a r t , she takes issue with the tendency to claim that because 

57 S. Greger, op. c i t . (1972), p. 148. 

58 "Broadly, presentational approaches make some such claim as 
t h i s : the a r t i s t , as a feeling, thinking human being, f i n d s , 
i t i s s aid, a way of embodying h i s own feel i n g s and thoughts 
within the concrete form of a poem, a painting or a prelude, 
so projecting i t that i t can be perceived, and i n some sense, 
known, by other feeling-thinking human beings", S, Greger, 
"Presentational Theories Need Unpacking", The B r i t i s h Journal 
of Aesthetics (9, 2, 1969), p. 157. 
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•meaning' cannot be elucidated, a work of a r t defies a n a l y s i s or 

precludes evaluation. 

"Art forms come across to us 'whole', we f e e l ; they 
are to be responded to and apprehended as a whole, 
and we ought to play safe by keeping the whole a f f a i r 
as simple as that. Then i t becomes the ea s i e s t thing 
i n the world to stand i n rapt contemplation murmuring 
the 'How true!'s and 'How s i g n i f i c a n t ! ' s of the pseudo-
aesthete; so perhaps the pursuit of the ine f f a b l e i s 
not the ea s i e s t way aft e r all**'59 

What i s required she suggests, i s c a r e f u l analysis of the way the 

art form's structures work and ana l y s i s of the many d i f f e r e n t i a l 

ways i n which the elements of an a r t form can 'mean' without 

losing the notion of 'meaning embodiment'.^^ 

The a r t i c l e goes on to give a detailed explanation of t h i s 

view which i n i t s most sim p l i f i e d form i s conveyed by her use of 

the term 'unpacking' and can be applied u s e f u l l y to the drama 

process. There are d i f f i c u l t i e s i n applying aesthetic theories 

to drama. Few drama e^qponents would now want to see t h e i r work 

as being equivalent to a simple representation of r e a l i t y but i t 

i s also d i f f i c u l t to see how presentational theories l i k e that of 

Langer can apply. The reason i s that so much of the work, the 

planning and execution of the play and the accompanying educational 

thinking takes place i n di s c u r s i v e language. Thus i t i s d i f f i c u l t 

to see how the notion of aesthetic meaning as employed i n present

ational theories can apply. Adapting Greger's terms, however, what 

59 S. Greger, op. c i t . (1969), p. 160. 

60 i b i d . , p. 160. 
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i s going on i n a drama lesson can be described as a process of 

•packing': i n a process of selection and manipulation to achieve 

a r t i s t i c form, l e v e l s of meaning w i l l be achieved, objects w i l l 

accrue symbolic meaning. At the same time the s p e c i f i c teacher 

objective of expanding i n s i g h t and awareness can be an i n t e g r a l 

part of the process without reducing the meaning of the drama. 

I t i s not necessary to expand on the process of 'packing' i n more 

p r a c t i c a l d e t a i l here for examples of what I have i n mind can be 

found i n the writings of various drama exponents; the point here 

i s rather to r e l a t e the process to a wider aesthetic theory. 

The drama teacher can be described as integrating the various 

ingredients which contribute to the meaning into a unity, an 

a r t i s t i c whole. The word 'integration' provides another useful 

concept for the drama teacher i n order to expand the notion of 

aesthetic meaning. Since the notion of 'play for them (the p u p i l s ) 

and play for us (the teacher)' was coined, i t has been widely 

quoted because i t conveys very well the idea that a play should 

have a dimension which goes beyond mere development of the p l o t 

(the most l i k e l y approach the pupils w i l l take).62 Thus a play 

about hijacking may i n the teacher's terms be a play about l o y a l t y . 

I t i s important, however, to point out how t h i s way of thinking 

about a lesson may have misleading consequences. The educational 

61 This application of the notion of packing w i l l a l s o be explored 
i n Chapter Six. 

62 G. GiUham, Condercum School Report for Newcastle L.E.A., 
unpublished. Reference to the 'play for them', 'play for 
US' d i s t i n c t i o n i s made by Bolton, op. c i t . (1979), p. 51, 
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potential of the drama w i l l r e s i d e i n the teacher's conception, 

'the play for us'. But i n that case the way i s open for the 

teacher to place an interpretation on the pupils' a c t i v i t y which 

i s no more than self-deception - he may choose to view a play 

about hijacking which i s , i n f a c t , no more than a piece of 

frivolous fun, as being about l o y a l t y . 

Of course, the answer to t h i s c r i t i c i s m i s that the teacher's 

conception of the play must influence the decision he makes as 

teacher, the questions he asks, the way he chooses to deepen the 

work and extend the thinking of the p u p i l s . I n that case does 

not the teacher's play become the pupils' play or i s there s t i l l 

a sense i n which there i s a 'play for them' and a 'play for us'? 

I think that most teachers would want to answer 'yes' to t h i s 

l a s t question but that s t i l l leaves the t h e o r e t i c a l problem. 

A way out of t h i s dilemma i s to evoke Polanyi's concept of 

integration which has a p a r t i c u l a r technical use i n h i s w r i t i n g . 

He applies h i s d i s t i n c t i o n between subsidiary and f o c a l awareness 

(which was discussed e a r l i e r ) to the meaning of a poem. The 

reader i s s u b s i d i a r i l y aware of i t s rhythm, i t s sounds, grammatical 

construction and word connotations and these can be i d e n t i f i e d and 

examined separately. The meaning of the poem a r i s e s when atten

tion i s focused on the poem i t s e l f instead of upon i t s p a r t s . 

Thus the a r t i s t i c meaning i s appreciated through a process of 

t a c i t integration. 

"Such integration cannot be replaced by any e x p l i c i t 
mechanical procedure. I n the f i r s t place, even though 
one can paraphrase the cognitive content of an integ-
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ration, the sensory quality which conveys t h i s content 
cannot be made e x p l i c i t . I t can only be l i v e d , can 
only be dwelt in."63 

I n the drama then the 'play for the teacher' can be s a i d 

to be integrated into the aesthetic meaning of the drama by the 

c h i l d but not n e c e s s a r i l y at the same f u l l y conscious l e v e l of 

perception with which the teacher may view aspects of the drama. 

In other words, the 'two plays' description of the drama lesson 

i s useful provided i t i s not seen as i d e n t i f y i n g two meanings but 

rather two aspects of the integrated aesthetic meaning of the 

drama which i s experienced i n the process of the drama. 

I t may be remembered that an examination of what various 

writers have written on the structure of consciousness was impor

tant i n the paper on learning where i t was argued that a simple 

account of intentional learning was not adequate for drama. I n 

the same way the idea of integration makes the concept of 

aesthetic meaning more e a s i l y applicable to drama as an educative 

process. This concept of integration w i l l also be important i n 

the discussion of form i n drama. 

( i v ) Form 

The discussion of aesthetic meaning w i l l be extended i n t h i s 

section on form p a r t i c u l a r l y with a view to distinguishing 

d i f f e r e n t approaches to drama which can be i d e n t i f i e d by analysing 

63 M. Polanyi and H. Porsch, op. c i t . (1975), p. 41. 
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the i m p l i c i t view taken of form. I t would be tempting to describe 

a s i g n i f i c a n t development i n approaches to the subject i n terms 

of a movement from 'self-expression' or 'growth* approaches 

(described i n d e t a i l i n Chapter Three on Aims) to a greater 

emphasis on structure, techniques or form. I t i s a view which 

would accord with the generally accepted idea that there i s 

currently more emphasis on the r o l e of the teacher within the 

drama. The trouble with t h i s view i s not that i t i s wrong but 

that i t gives an altogether too simple picture; i t i s often the 

case that statements which are true can be more misleading than 

those which are c l e a r l y f a l s e . F i r s t l y , the notion of form and 

the relationship of form to meaning i s more complex than a 

statement of t h i s kind suggests. Secondly, i t tends to give a 

misleading picture of the relationship between form and teaching. 

Both these claims w i l l be explored i n t h i s section. 

In writing about drama, 'form' i s often taken to r e f e r to 

'convention', 'technique', 'shape of the action' or 'theatre 

c r a f t ' and the way these concepts tend to overlap presents d i f f i c 

u l t i e s . The problem with applying the notion of form to a r t i n 

general i s that i t can have a r e l a t i v e l y straightforward meaning 

when i t r e f e r s to shape or structure i n a concrete way but that 

i t has a more elus i v e , abstract meaning which i s not so much an 

alte r n a t i v e but a wider conception. I t i s not a question of an 

either/or d i s t i n c t i o n : form i s not mere shape but shape i s l i k e l y 

to be part of what i s meant by form. The form of a p a r t i c u l a r 

poem cannot be reduced to a simple l i s t of c h a r a c t e r i s t i c s l i k e 
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rhyme, rhythm, length of stanza and so on but these aspects of 

the work w i l l be included i n the idea of i t s form. I n drama 

reference to form at the crudest l e v e l might be to a simple 

notion of external structure, e.g. how the p a r t i c i p a n t s are 

p h y s i c a l l y organised, but i t can also include reference to 

notions l i k e a 'sense of time* which as w i l l be seen attempts 

to convey the p a r t i c u l a r nature of the a r t form. 

This l a s t d i s t i n c t i o n highlights another problem with the 

concept of form. I t can r e f e r to the general c h a r a c t e r i s t i c s 

of the a r t form or i t can refer to the p a r t i c u l a r and importantly 

unique aspects of a p a r t i c u l a r a r t object or aesthetic experience. 

These d i s t i n c t i o n s need to be borne i n mind: discussions at a 

general l e v e l are useful but p a r t i c u l a r a r t objects w i l l display 

t h e i r own unique form. 

This point i s made by Langer i n her discussion of form i n 

Problems of Art where she i d e n t i f i e s the wide-ranging aspect of 

the concept. The notion of form she wants to employ i s more 

complex than a naive idea of material shape; she rather defines 

form as, 

"... structure, a r t i c u l a t i o n , a whole r e s u l t i n g from 
the r e l a t i o n of mutually dependent fa c t o r s , or, more 
pr e c i s e l y the way that whole i s put together."64 

An important implication of t h i s view i s that a r t i s t i c forms 

cannot be abstracted from the works that exhibit them, 

64 S. Langer, op. c i t . (1957), p. 16. 



- 212 -

"We may abstract a shape fran an object that has t h i s 
shape, by disregarding colour, weight and texture, 
even s i z e ; but to the t o t a l e f f e c t that i s an a r t i s t i c 
form, the colour matters, the thickness of l i n e s 
matters and the appearance of texture and weight."^^ 

There i s a danger of confusion here because there i s a sense 

i n which various formal aspects of a work of a r t can be i d e n t i f i e d 

and discussed* The point, however, of Langer's comments seems to 

be more that i n aesthetic experience there i s no d i s t i n c t i o n bet

ween what might be c a l l e d content, matter, subject or substance 

on the one hand and form or treatment on the other. This view i s 

echoed by the c r i t i c Bradley who objects to tendencies to think 

that i n a poem there are two factors, a substance and a form which 

can be conceived d i s t i n c t l y i n poetic experience. He i s c a r e f u l 

to distinguish between the analysing and c r i t i c i s i n g of a poem and 

the experiencing of i t . I n the l a t t e r case i t i s not a question 

of enjoying "as one thing a c e r t a i n meaning or substance and as 

another thing c e r t a i n a r t i c u l a t e sounds".^^ He compares the 

response to a poem to the response to a smile which does not 

apprehend separately the l i n e s i n the face which e3q>ress a f e e l i n g 

and the feeling that the l i n e s eicpress, 

"Just as there the l i n e s and t h e i r meaning are to you 
one thing, not two, so i n poetry the meaning and 
sounds are one: there i s , i f I may put i t so, a r e s 
onant meaning, or a meaning resonance."67 

65 S. Langer, pp. c i t . (1957), p. 25. 

66 A. Bradley, 'Poetry for Poetry's Sake", from Oxford Lectures 
on Poetry (1909), reprinted i n M. Rader, op. c i t . (1935), 
p. 2A3. 

67 i b i d . , p. 243. 
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Thus form i s i n e x t r i c a b l y r e l a t e d to aesthetic meaning, a point 

made i n the previous section. 

Having i d e n t i f i e d what might be described as a f u l l e r des

cr i p t i o n of form which goes further than a conception of mere 

external shape or structure (which i s discussed i n d e t a i l i n 

O'Neill's study of form i n educational drama)^^, i t i s possible 

to examine more c l o s e l y the problems associated with describing 

the development of educational drama as involving more s t r e s s on 

structure. The problems with t h i s view i s that i t could be taken 

to mean simply an emphasis on teacher directed tasks and exercises 

or predetermined sequences i n plays to di s t i n g u i s h contemporary 

from e a r l i e r 'free expression' approaches. I n f a c t , however, the 

most recent writers on drama have an i m p l i c i t view of form which 

sees i t s relationship to the drama i n a more organic way than t h i s 

interpretation would suggest. 

I t i s d i f f i c u l t to find language which does not leave the 

way open for the sort of misinterpretation described above. This 

might explain why teachers of drama can often share the same lang

uage and appear to be i n agreement but i n fact have a d i f f e r e n t 

conception of their subject. Consider the following; 

" I t i s p r e c i s e l y t h i s i n a b i l i t y on the part of the 
teachers to structure t h e i r work which i s l i k e l y to 
lead to drama that remains at a l e v e l of superfic
i a l i t y . " 6 9 

68 C. O'Neill, "Drama and the Web of Form",(M.A.(Ed.) di s s e r t 
ation. University of Durham, 1978). 

69 i b i d . , p. 19. 
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This quotation out of context could be taken to demand the 

imposition of r i g i d teacher directed tasks but i t i s , i n f a c t , 

taken from O'Neill's study of form i n educational drama which 

c l e a r l y reveals the importance of a notion of form which i s 

more than j u s t external shape or pattern imposed by the teacher. 

The elements which are i s o l a t e d for discussion are 'time', 

'tension' and 'rhythm' and what i s i n t e r e s t i n g about these 

concepts and the way they are discussed i s that they are neces

s a r i l y part of the human expression of the drama for i t i s a 

sense of time, tension, rhythm on the part of the p a r t i c i p a n t s 

which i s important. 

The i d e n t i f i c a t i o n of the concept time, for example, i s 

re f e r r i n g to more than the fa c t that drama takes place over time 

as opposed to an art form l i k e painting. More important i s the 

sense of time, the feeling that present actions w i l l have a 

sense of their origins and future consequences. This can be 

seen to be an element which distinguishes some forms of dramatic 

playing i n which although there i s obviously a l i n e a r time 

sequence there i s l i t t l e sense of the future i n the a c t i v i t y : 

cowboys are shot with l i t t l e attention to the consequences. 

" I t i s the movement towards the future, i n terms of 
the consequences of past actions, rather than a pre
occupation with 'what happens next' which gives 
educational drama i t s depth and purpose."70 

70 C. O'Neill, op. c i t . (1978), p. 53. 
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Bolton has shown that the drama teacher can use elements 

of theatre form l i k e tension, focus, contrast and symbolisation 

but he makes the all-important d i s t i n c t i o n that whereas the 

playwright i s building tension for the audience, the teacher 

builds tension for the children as p a r t i c i p a n t s . ^ ^ The d i f f e r 

ence i s important for i n the f i r s t case the formal elements can 

work for the audience without n e c e s s a r i l y having a s i m i l a r 

e f f e c t on the actors (although, as suggested elsewhere, t h i s 

would give a crude view of a c t i n g ) , whereas i n the drama the 

formal elements do not merely give shape to the drama but serve 

to enhance the feeling of the p a r t i c i p a n t s . 

For the purpose of t h i s study i t w i l l not be necessary to 

go into a detailed discussion of elements of form i d e n t i f i e d 

by exponents of drama which woiild be to duplicate work undertaken 

elsewhere.^2 The important point i s to make the d i s t i n c t i o n 

which accurately represents the way the subject has developed. 

I t has been argued that to see the development i n approaches to 

drama from 'self-expression' to 'structure' i s true as far as i t 

goes but that description of the change i n emphasis i s i n danger 

of excluding recognition of the fact that the form must be seen 

as an integral part of the human expression within the drama. 

I f t h i s idea i s related to the notion of aesthetic meaning i t i s 

71 G. Bolton, "Theatre Form i n Drama Teaching", i n K. Robinson 
(ed.). Exploring, Theatre and Education (Heinemann, 1980), 
pp. 71-87. 

72 C. O'Neill, op. c i t . (1978). 
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to say that the meaning of the drama i s not to be i d e n t i f i e d 

simply i n terms of content and form except i n as much as the 

form i s seen as an i n t e g r a l part of the consciousness of the 

participants within the drama. This idea w i l l be expanded 

l a t e r . 

I t i s time to examine the second question which was iden

t i f i e d at the s t a r t of t h i s section, which was to do with the 

relationship between form and teaching. This discussion must 

be seen as complementing that undertaken above for the view 

of the relationship between form and teaching w i l l vary according 

to how form i s conceived. To s t a r t with, however, the di s c u s 

sion can be undertaken with a f a i r l y simple notion of form as 

technique for even with that simplified version an account of 

what i s involved i n teaching form i s more complex than i s often 

thought. There i s another reason for undertaking the discussion 

i n that way. I t was suggested above that the notion of tech

nique must be seen as part, though not a l l , of what i s involved 

i n form. Although some approaches to the subject can be seen 

as taking an over-simplified conception of form, i t may be 

equally true to suggest that more sophisticated discussions of 

the concept i n drama do not take into account problems associated 

with more basic questions. 

73 O'Neill's analysis which concentrates on time, tension and 
rhythm does not deal with the problem of when the teacher 
should d i r e c t the actions of the pu p i l s . 
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Before looking at technique i n the context of drama i t w i l l 

be useful to consider the problem i n a wider educational context. 

I n order to do so I propose to consider i n some d e t a i l an a r t i c l e 

by Best i n which he contrasts what he sees as "... on the one 

hand, freedom of expression, to allow u n r e s t r i c t e d i n d i v i d u a l 

development, and on the other hand, the teaching of techniques''.^^ 

He i s mainly concerned i n h i s a r t i c l e to r e l a t e the mistaken view 

that the teaching of techniques i n h i b i t s freedom to what he sees 

as i t s origin, a misconception about the nature of i n d i v i d u a l 

personality and i t s relationship to society at l a r g e . I am l e s s 

concerned, however, with h i s explanation for what he sees as the 

mistaken neglect of techniques but rather to suggest that h i s 

analysis presents an oversimplified view of what teaching tech

niques must involve. 

His basic point i s the familiar one that advocates of an 

extreme free-expression approach f a i l e d to r e a l i s e that without 

techniques, expression of any kind i s severely l i m i t e d and he 

recommends that teachers should r e a l i s e the need to teach tech

niques. These comments are more by way of a preliminary to h i s 

main concern i n the a r t i c l e but they betray the common mis

conception about the teaching of techniques which I want to 

i d e n t i f y . 

74 D. Best, "Free Expression or the Teaching of Techniques", 
B r i t i s h Journal of Educational Studies (Vol. x x v i i . No. 
3, October 1979), p. 210. 
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The nature of that misconception can be seen by considering 
the comments Best makes on the teaching of English. He says: 

"A person with an inadequate grasp of the techniques 
of reading, s p e l l i n g , grammar, vocabulary s u f f e r s a 
consequent l i m i t a t i o n of individual freedcm, and 
capacity for free expression."75 

Now 1 do not wish to quarrel with t h i s statement. What 1 would 

suggest, however, i s that, contrary to what the author thinks, 

and t h i s i s the main point, there i s l i t t l e evidence to suggest 

that many people would question t h i s claim. The comment i n the 

context i n which i t i s made contains an oversimplification of 

the problem. The debate on techniques can be described not so 

much as a dispute about t h e i r importance which i s generally 

recognised, rather i t i s a question of establishing how best 

they are taught, or to pose the question i n conceptual rather 

than methodological terms, "what does i t mean to 'teach tech

niques?" 

The implication i n t h i s a r t i c l e i s that there i s a simple 

progression from the acquisition of techniques to the subsequent 

use of those techniques and on the face of i t t h i s seems obvious: 

one cannot read and enjoy a book without learning the technique 

of reading. The problem for the teacher, however, i s more 

subtle, for i f the focus i n the teaching process i s on the 

mechanical task of pronouncing words c o r r e c t l y rather than on 

the meaning of a s i g n i f i c a n t text, there may be a case for saying 

75 D. Best, op. c i t . (1979), p. 211. 



- 219 -

tha t t h i s i s l i k e l y to i n h i b i t progress; the teaching of reading 

may have as much t o do w i t h motivation as technique. There i s 

a l i m i t e d sense i n which 'techniques of reading' can be is o l a t e d 

from 'reading' but, as the Bullock Report pointed out, the 

problem i s one of f i n d i n g the correct balance, 

"... there i s no one method, medium, approach, 
device, or philosophy th a t holds the key to the 
process of learning t o read ... Some would put so 
much emphasis on the 'mechanics' of reading that 
c e r t a i n children would be handicapped rather than 
helped. Others advocate so keenly the v i r t u e s of 
mature reading from the beginning that they are i n 
danger of leaving i t too much t o t r u s t that the 
s k i l l s w i l l be acquired on the way."76 

The quotation above from Best's a r t i c l e also r e f e r s t o the 

teaching of grammar. Teachers of English l a r g e l y stopped placing 

emphasis on grammar because of advice from l i n g u i s t s that p upils 

had a t a c i t awareness of the rules of grammar and t o make these 

e x p l i c i t was not only unnecessary but possibly harmful.^7 

Teachers of English could have been described as teaching tech

niques of grammar i n an organic way as part of language use rather 

than i n an e x p l i c i t manner. 

The problem i n part rela t e s to an analysis of the concept 

teaching which was discussed i n Chapter Four. Teaching has t o 

be seen as a more subtle process than a basic transmission model 

w i l l admit f o r the teaching of techniques i s not necessarily t o 

76 H.M.S.O., A Language For L i f e (London, H.M.S.O., 1975), 
p. 77. 

77 i b i d . , p. 169ff. 
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be seen as a process of drawing conscious a t t e n t i o n t o the s k i l l s 

i n question.^^ Just because there i s a l o g i c a l sequence involved 

from •techniques' t o ' a b i l i t y t o use techniques', there does not 

necessarily have t o be a temporal sequence i n the teaching. 

Hamlyn makes a si m i l a r point when he i s discussing the a c q u i s i t i o n 

of knowledge i n general, 

someone could not come to knowledge of X, i f 
t h i s i s t o be learning, without other knowledge. 
But t h i s other knowledge does not need t o have 
been acquired previously i n time. The p r i o r i t y 
t h a t i s necessary i s a l o g i c a l p r i o r i t y only."79 

A simple means/end model i s not appropriate. I t i s clear 

that Best i s thinki n g i n these terms when he ccxranents th a t 

grammar, "should be regarded as a means t o the end of gi v i n g the 

c h i l d the p o s s i b i l i t y of greater freedom of expression".^^ The 

complexity of the r e l a t i o n s h i p between means and ends has been 

described elsewhere i n Chapter Three, where a t t e n t i o n was drawn 

t o Sockett's discussion of the matter. Very often i n the teaching 

of techniques the r e l a t i o n s h i p can be said i n h i s terms t o be 

• l o g i c a l l y c o n s t i t u t i v e ' when the means are said to be part of 

the end.^^ 

78 The re l a t i o n s h i p between teaching and i n t e n t i o n as discussed 
i n Chapter Four i s also important here. 

79 D.W, Hamlyn, Human Learning, i n R.S, Peters (ed.). The 
Philosophy of Education (O.U.P., 1973), p. 187. 

80 D. Best, op. c i t . (1979), p. 212. 

81 H. Sockett, "Curriculum Planning: Taking a Means t o an End", 
i n R.S. Peters (ed.), op. c i t . (1973), p. 156. 
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To r e t u r n then to the discussion of drama, i t can be 

expected that the r e l a t i o n s h i p of form to teaching i s l i k e l y t o 

be f a i r l y complex. Pupils may display an a b i l i t y t o handle the 

medium of drama, a v a r i e t y of techniques which they did not 

possess at the s t a r t of a course - an a b i l i t y to sustain a 

v a r i e t y of rol e s , an a b i l i t y t o create a d i f f i c u l t r o l e , an 

acute sense of space, an a b i l i t y t o advance the drama, s k i l l i n 

language, movement^ gesture - but i t does not mean these are 

necessarily isolated and taught i n a conscious, overt way. 

Gesture, for example, would t r a d i t i o n a l l y have been considered 

an acting s k i l l t o be is o l a t e d and practised, whereas any 

gestures the pupils make now tend to be seen as emerging natur

a l l y from the context of the drama. 

Does that mean then that s k i l l s and techniques are always 

a t a c i t part of the drama process w i t h the teacher not drawing 

a t t e n t i o n to the external action at a l l ? There are w r i t e r s on 

the subject who seem t o imply t h i s . I n a discussion about 

d i f f e r e n t levels of perception i n drama, Robinson draws a t t e n t i o n 

to Polanyi's d i s t i n c t i o n between f o c a l and subsidiary awareness 

which was mentioned e a r l i e r . 

"I've seen many lessons where the focus of the 
group's a t t e n t i o n i s on the external actions of 
the play and they are only aware s u b s i d i a r i l y t h a t 
i t may mean something."82 

The actual context of t h i s remark makes i t ambiguous but I take 

i t t o mean that the focus of the p a r t i c i p a n t s should not be on 

82 K. Robinson (ed.), op. c i t . (1980), p. 29. 
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the external action. This i s an i n t e r p r e t a t i o n which accords w i t h 

Heathcote's comment i n the same a r t i c l e , 

"They must focus on the meaning of the drama and 
then the subsidiary actions w i l l come r i g h t and 
true."83 

Attention has already been drawn t o the problems associated w i t h 

the notion of meaning here but i f content i s substituted we have 

a compelling account of the way form r e l a t e s to teaching; teacher 

concentrates on content and the form i s taught s u b s i d i a r i l y . 

This formula i s compelling because i t accords w i t h the change of 

emphasis i n drama that pupils are not required t o 'demonstrate' 

f e e l i n g but t o experience 'real f e e l i n g ' , implying t h a t the 

external action does not matter as long as the f e e l i n g i s r i g h t . 

There i s a t h e o r e t i c a l problem here because t h i s sort of 

view i m p l i c i t l y makes an a r t i f i c i a l d i s t i n c t i o n between ' i n t e r n a l ' 

and 'external' action. This point was mentioned i n another 

connection i n Chapter Four. I t i s enough t o say here t h a t the 

account given above i s simply not an adequate description of the 

way teachers, including Heathcote, act u a l l y operate f o r very 

often they do f i n d i t necessary to focus on external action. 

Bolton, the main advocate of the importance of i n t e r n a l action i n 

drama, takes care to stress the importance of concrete events 

and actions. There i s a problem here of f i n d i n g a t h e o r e t i c a l 

explanation which r e f l e c t s accurately the p r a c t i c e , f o r exper

ienced teachers i n t u i t i v e l y know that i t might be r i g h t at times 

83 K. Robinson (ed.), op. c i t . (1980), p. 29. 
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to i n s t r u c t a group t o mime accurately but also that i n many 

cases i t would be c l e a r l y wrong. 

"There are times when even the most care f u l miming 
i s not enough; at others precision of action does 
not matter."84 

Before exploring t h i s question f u r t h e r i t w i l l be useful 

to make an i n t e r e s t i n g p a r a l l e l , by way of an aside, w i t h 

e a r l i e r approaches t o drama- Slade, contrary t o what i s often 

thought, saw c h i l d drama as possessing form, but he saw i t as 

a natural form. 

"Between the years of seven and twelve we f i n d ext
reme s p i r i t u a l beauties and intense s e n s i t i v i t y , at 
times equalling i n s k i l l the ta l e n t s of supreme 
a r t i s t s - the adventures, attempts and creation have 
t h e i r forms of s k i l l (many of them now conscious) 
and a l l t h e i r beauty. And yet they have what Clive 
B e l l has called ' s i g n i f i c a n t form' - and i t has been 
suggested that that which has s i g n i f i c a n t form i s 
Art."85 

To describe contemporary exponents as leaving the form t o take 

care of i t s e l f as always a t a c i t part of the process would be 

to a l l y them w i t h the sort of view of form taken by Slade. The 

simple account that form i s always subsidiary i s not s a t i s f a c t o r y . 

The problem then i s more one of deciding when i t i s r i g h t 

for the teacher t o concentrate on specifi c d e t a i l s of the actions 

of the p a r t i c i p a n t s . This problem relates t o the question of 

84 G. Bolton, "Drama as Concrete Action", London Drama (Vol. 6, 
No. 4, Spring 1981), p. 16. 

85 P. Slade, Child Drama (University of London Press, 1954), 
p. 68. 
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f e e l i n g and i s discussed by w r i t e r s on drama i n those terms. 

However, i t i s worthwhile exploring Polanyi's comments on the 

structure of consciousness i n more d e t a i l . Although i t was 

p a r t l y h e l p f u l f o r Robinson to draw a t t e n t i o n t o the d i s t i n c t i o n 

between focal and subsidiary awareness, without inc l u d i n g the 

notion of t a c i t i n t e g r a t i o n the reference i s p o t e n t i a l l y mis

leading. Polanyi i s ca r e f u l to d i s t i n g u i s h subsidiary and 

focal awareness from any s i m i l a r i t y w i t h conscious and uncons

cious awareness. Subsidiary awareness he describes as a 'frora-

awareness' and by t h i s he means that subsidiaries function i n 

such a way that they bear on the p a r t i c u l a r focus of conscious

ness. The concepts are also linked by him t o meaning, 

"The subsidiaries of from-to knowing bear on a focal 
target, and whatever a thing bears on may be c a l l e d 
i t s meaning. Thus the f o c a l target on which they 
bear i s the meaning of the subsidiaries."86 

I t i s not then j u s t a question of switching awareness from 'A' 

to 'B' for i f 'A' i s the subsidiary i t has a bearing on 'B', i t 

i s part of 'B"s meaning. 

I t i s not then a simple matter of the teacher ignoring the 

actions and p r a c t i c a l i t i e s of the drama, leaving them to take 

care of themselves. Because they bear as subsidiaries on the 

meaning of the drama the teacher can focus on the action to 

improve the q u a l i t y of the drama; he w i l l not, i n other words, 

86 M. Polanyi and H. Porsch, op. c i t . (1975), p. 35. 
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focus on those actions which w i l l destroy the pupi l s ' "sense of 

the c o n t e x t " . T h u s i t might be quite wrong t o focus on the 

accurate miming of opening and closing a door i n one context 

but not i n another. To ask a group of slaves i n a drama to 

walk as i f they are t i r e d and weary might be to destroy the 

aesthetic meaning because t h i s action might remain the focus, 

but to ask them to l i n e up w i t h bowl and spoon f o r food might 

be to improve the q u a l i t y of the drama because the action i s 

r e a d i l y integrated as part of the aesthetic meaning of the 

drama. There are no ready-made rules to guide the teacher's 

decisions f o r i t i s the context of the lesson which determines 

those decisions. This i s one reason presumably why contemporary 

exponents of the subject f i n d i t necessary t o teach demonstration 

lessons and to give detailed accounts of lessons i n t h e i r w r i t i n g 

rather than prescribe pre-determined formulae. 

I t i s possible then to r e l a t e the two discussions of 'form' 

and 'teaching form'. I f an account of form i s given which 

i d e n t i f i e s those aspects of the concept which are more c l e a r l y 

r e l a t e d to the f e e l i n g of the p a r t i c i p a n t s (e.g. sense of tension 

and time) i t i s easier t o see the form emerging from the t o t a l 

context of the drama. The same i s true of form however, when i t 

i s taken to r e f e r to the 'external' action. The notion of 

'teaching form' w i t h the q u a l i f i c a t i o n s i d e n t i f i e d can be seen 

87 This phrase i s used by Polanyi, op. c i t . (1958), p. 56. 
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to have importance i n contemporary approaches to the teaching of 

drama and must be included i n the analysis of teaching i n drama 

given i n Chapter Three. The form of the drama must be seen t o 

be i n e x t r i c a b l y r e l a t e d t o the aesthetic meaning of the drama 

and hence to any change of i n s i g h t which may accrue as a r e s u l t 

of the drama. 

(v) Meaning and I n t e n t i o n 

The notion of aesthetic meaning i s important f o r teachers 

of drama because i t provides a conceptual 'peg' on which can be 

hung the various factors which co n s t i t u t e the meaning of the 

drama, thus avoiding the mistake of i d e n t i f y i n g any one of those 

factors w i t h the meaning of the drama. These factors are a c t u a l l y 

integrated i n the enactment of the drama i n the consciousness 

of the p a r t i c i p a n t s . The importance of the subjective conscious 

state of the pa r t i c i p a n t s as a factor i n recent w r i t i n g on drama 

has been i d e n t i f i e d both i n t h i s chapter and elsewhere i n Chapter 

Four on learning. I t w i l l be the purpose of t h i s section t o 

explore the v a l i d i t y and value of describing the consciousness 

of the par t i c i p a n t s as part of the aesthetic meaning of the drama. 

Before examining t h i s question i t w i l l be necessary t o make 

some f u r t h e r comment on the notion of 'subjective consciousness*. 

In one sense t o see consciousness as important i s unavoidable 

because the drama takes place by v i r t u e of the f a c t that conscious 

human beings are a c t i v e l y engaged i n dramatic a c t i v i t y . However, 

the tendency of recent drama exponents has been t o look beyond 
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the mere external form of behaviour i n the teaching process to 

emphasise the importance of engaging the consciousness of the 

pa r t i c i p a n t s w i t h i n the drama. I n crude terms i t i s less a 

question of the teacher d i r e c t i n g the class t o walk l i k e a king, 

bow l i k e a king, give orders l i k e a king but to engage the p u p i l s 

i n 'kingship* at a deeper l e v e l . The description here has been 

l e f t vague because i t w i l l be part of the aim of t h i s section t o 

explore what t h i s notion means more f u l l y . The language of 

w r i t e r s on drama conveys what I have i n mind: reference i s made 

to the ' q u a l i t y of the children's b e l i e f , t o a 'sense of s i g n i f 

icance' while terms l i k e 'commitment* and 'depth' are used. 

I t should be said that drama exponents tend t o use these 

terms i n r e l a t i o n to the q u a l i t y of f e e l i n g i n the drama and they 

w i l l be discussed i n th a t context i n the next chapter. As w i t h 

the section on form, t h i s present discussion has to be seen to 

be closely r e l a t e d t o the whole question of f e e l i n g but i t w i l l 

be argued that there i s a value i n describing the process of 

deepening the drama as an engagement of the consciousness of the 

p a r t i c i p a n t s , p a r t i c u l a r l y i n terms of t h i s analysis of meaning. 

There are a number of ways of arguing that the i n c l u s i o n of 

reference t o the consciousness of the p a r t i c i p a n t s as part of the 

aesthetic meaning of the drama i s j u s t i f i e d . Because the a r t 

form embodies unique meaning sui generis i t could be a matter of 

merely s t i p u l a t i n g t h a t i n educational drama the meaning of the 

drama exists by v i r t u e of the actual human expression which takes 

place. This i s because of i t s unique nature as an a r t form, t h a t 
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the p a r t i c i p a n t s are creating and experiencing rather than res

ponding t o an a r t object or rather than embodying meaning i n a 

form which i s t o i n v i t e response frcrai others. Secondly, i t 

could be pointed out that meaning of a r t normally makes reference 

t o the fusion of content and form. I n the previous section the 

importance of r e l a t i n g form t o human expression was i d e n t i f i e d 

and the route t o including consciousness i n aesthetic meaning 

may l i e i n that d i r e c t i o n . The t h i r d approach might l i e i n 

placing more stress on the educational side. The consciousness 

of the p a r t i c i p a n t s could be said to be important i n terms of any 

learning which i s l i k e l y t o take place so that i t i s r i g h t t h a t 

the meaning of the drama should make reference to the conscious 

state of the p a r t i c i p a n t s . 

There i s value i n these sorts of arguments but they do not 

r e l a t e t h i s view of meaning to a wider background of philosophical 

t h i n k i n g , p a r t i c u l a r l y i n aesthetics. For example, although i t 

has been argued that the unique nature of drama has to be taken 

i n t o account i n any discussion of i t s aesthetic content, t o make 

st i p u l a t i o n s about i t s aesthetic nature without any reference t o 

a r t i n general i s l i k e l y t o do l i t t l e t o i l l u m i n a t e questions 

about what i t means t o view drama as a r t . 

I n order t o examine the r e l a t i o n s h i p between consciousness 

and meaning, reference w i l l be made to the notion of i n t e n t i o n . 

I n a previous chapter on learning, the concept of i n t e n t i o n was 

employed i n i t s more normal use of 'deliberate purpose'. I n t h i s 

discussion i n t e n t i o n w i l l be used i n a wider sense which needs t o 



- 229 -

be explained. Phenomenological w r i t e r s have denonstrated the 

general r e l a t i o n s h i p between meaning and consciousness by 

stressing the iiiq>ortance of i n t e n t i o n . The idea of the " i n t e n -

t i o n a l i t y of consciousness" r e f e r s t o the f a c t t h a t an act of 

consciousness whether i t be perceivings judging* imagining^ i s 

e s s e n t i a l l y directed towards an o b j e c t . M o r e o v e r , the act of 

consciousness can be distinguished from the object of conscious

ness so that there i s an element of 'free play* around the l a t t e r : 

"... the conscious being can, as i t were, approach 
his object from various angles, can contemplate i t , 
question i t and describe i t i n a number of d i f f e r e n t 
ways.-90 

Thus consciousness i s seen as " a c t i v e " as "meaning-bestowing^*.^^ 

This i s no more than the b r i e f e s t summary of a complex area 

which has been oversimplified here but by couching subsequent 

discussion i n terms of drama, the significance of these observa

t i o n s w i l l be apparent. Drama exists by v i r t u e of the imaginative 

act of consciousness of the p a r t i c i p a n t s . P a r t i c i p a n t s i n the 

88 A useful a r t i c l e which discusses the relevance of t h i s area 
of study t o education i s N. Bolton, "Phenomenology and Educ
a t i o n " , B r i t i s h Journal of Educational Studies (Vol. x x v i i . 
No. 3, October 1979). 

89 See, E. Pivcevic, Husserl and Phenomenology (Hutchinson, 
1970). I n p a r t i c u l a r Chapter A: " I n t e n t i o n a l i t y " . 

90 J.P. Sartre, The Psychology of Imagination (Methuen, 1972). 
Introduction by M. Wamock, p. x. (Published i n France i n 
19^0). 

91 B. Curtis and W. Hays, Phenomenology and Education (Methuen, 
1978), p. x i i i . 
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drama can imagine themselves or another person as s<Hnebody else» 

can imagine an absent or t o t a l l y non-existent object or can 

imagine something as d i f f e r e n t than i t a c t u a l l y i s . The notion 

of free play around the object of consciousness recognises the 

f a c t that the act of imaginative consciousness which con s t i t u t e s 

the imaginary i s not an a l l or nothing a f f a i r * I t makes sense 

i n other words t o t a l k of d i f f e r e n t q u a l i t i e s of the imaginative 

act. Thus the consciousness of the p a r t i c i p a n t s can be engaged 

t o a f f e c t the q u a l i t y of the imaginative act and i t i s i n t h i s 

sense th a t i t i s reasonable t o t a l k about q u a l i t y of meaning f o r 

i t i s i n the unreal t h a t the drama takes on i t s r e a l meaning* 

I t w i l l be necessary t o dwell on the des c r i p t i o n of drama 

as unreal. I n one way t h i s statement may appear t o be a banal 

and obvious t r u t h but I want t o suggest t h a t i t conveys an 

essential aspect of drama as a r t which i s not always recognised. 

The concern t o seek depth and commitment i n drama has been i n t e r 

preted by seme teachers as being a recognition that the purpose 

of drama i s t o approach the r e a l as f a r as possible - the lesson 

i s seen as a search f o r the r e a l . This sort of t h i n k i n g i s 

l i k e l y t o a f f e c t the teacher's whole approach not only i n 

attempting t o represent r e a l i t y as closely as possible but more 

commonly to evoke what i s considered r e a l (meaning here what 

would have been i n the r e a l s i t u a t i o n ) emotional response. An 

example of what I have i n mind i s any tendency towards 'conning' 

when the teacher uses devices t o beguile the p u p i l s i n t o t h i n k i n g 
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t h a t what i s happening i s r e a l . ^ ^ Also, when the teacher uses an 

a u t h o r i t y r o l e t o b u l l y and d i s c i p l i n e the pupils i n r o l e w i t h i n 

the drama, t h i s may not be drama of the deepest q u a l i t y , although 

i t w i l l look r e a l , because i t w i l l be r e a l . 

Another example can be found i n Learning Through Theatre i n 

which an e n t i r e theatre programme was conducted without the 

children's knowledge t h a t t h i s was drama, 

"Throughout the morning or afternoon, the children 
have not been aware t h a t a t h e a t r i c a l event i s taking 
place. I f you were to ask them whether they had 
enjoyed the play or l i k e d the actors, they would 
probably look blank. For them, the adventure they 
have j u s t been involved i n i s a r e a l i t y ..•"93 

Some people might be concerned w i t h the m o r a l i t y of actual 

deceptions w i t h i n a drama process but although I have sympathy 

w i t h that view i t i s not my main concern here. What I am more 

interested i n i s the f a c t that t h i s sort of practice removes an 

essential aspect of drama as a r t . 

This concepticm of drama as 'aiming t o approach the r e a l ' 

influences the sort of educational objectives which are a t t r i b u t e d 

t o the subject, f o r the tendency i s t o see the drama as providing 

an a l t e r n a t i v e t o the equivalent r e a l experience* I t i s as i f 

the drama acts as second best t o the actual e3q>erience i t rep

resents. I n t h i s case the teacher objectives are not seen i n the 

terms described i n Chapter Four on Learning, but rather the aim 

92 See, G. Bolton, "Ebiotion and Meaning i n Creative Drama", 
(Mimeo, University of Durham, 1975). 

93 T. Jackson, Learning Through Theatre (Manchester U n i v e r s i t y 
Press, 1980), p. 80. 
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i s to provide the c l o s e s t equivaleit to the r e a l experience which 

i s being imitated. There w i l l tend to be enphasis on s o c i a l drama 
OA 

leaving l i t t l e room for the use of fantasy and myth*^ 

The l e v e l s of depth i n drama do not operate on a continuum 

with r e a l i t y at one end as the ultimate objective - the drama 

operates on a separate plane of the unreal* The drama w i l l 

obviously draw on subject matter drawn from l i f e and w i l l neces

s a r i l y make reference to the r e a l world but that i s a d i f f e r e n t 

matter from accurately r ^ r e s e n t i n g the r e a l world. There i s 

another, more d i f f i c u l t problem, however, which i s that drama w i l l 

have i t s basis i n the r e a l i n as much as the p a r t i c i p a n t s w i l l 

have r e a l i d e n t i t i e s and relationships which w i l l feed into the 

drama* H r i t e r s on drama have pointed t h i s out, 

"The memb^s of a group do not forget who they are 
and how they normally r e l a t e to each other because 
they are asked to take on a role*"95 

I n other words, the natural leader of the c l a s s may w e l l turn out 

to be the leader of an e^qpedition* The teacher needs to take 

into account the s o c i a l r e a l i t y of the group r e l a t i o n s h i p s i n 

building the drama but there i s an argument for saying that the 

better the aesthetic q u a l i t y of the drama, the l e s s in^ortant the 

group relationships w i l l be*^^ 

94 I do not, of course, wish to imply that s o c i a l drama i s 
n e c e s s a r i l y viewed i n t h i s way* 

95 K* Robinson ( e d . ) , op. c i t . (1980), p* 167. 

96 The drama i s operating on a separate plane of u n r e a l i t y so 
the actual r e a l i t y w i l l become l e s s s i g n i f i c a n t . 
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The drama operates on a separate plane of the unreal and 

i t i s within the unreal that the teacher can act to engage the 

part i c i p a n t s more deeply i n the drama* I t would be too much of 

a diversion from the main t h e o r e t i c a l discussion to l i s t methods 

used by drama teachers but i t i s worth mentioning one f a i r l y 

common device. Discussion before a lesson can be seen as being 

more than a simple process of planning what i s to happen i n the 

drama but may be a process of gradually increasing the commitment 

of the pupils; they w i l l often r e c a l l past experiences which w i l l 

be brought to bear by a process of t a c i t integration to the 

quality of the imaginative act as they create the drama* The 

lesson can be viewed as a gradual process of engaging the 

consciousness of the pupils and, to r e c a l l a term used before, a 

process of 'packing' to create the aesthetic meaning of the drama* 

Devices of t h i s kind are not attempts to make the drama 

r e a l - although i t i s often convenient to describe i t as ' r e a l * , 

a source of confusion. The drama e x i s t s as an " i n t e n t i o n a l a c t 

of an imaginative consciousness"^^ and i t w i l l be argued that t h i s 

e s s e n t i a l aspect of drama has important consequences for the 

concept of drama as aesthetic education. 

I t i s i n t h i s sense then that actions and expressions i n 

drama can be said to be given meaning by v i r t u e of the intention 

of the part i c i p a n t s but i n order to make the connection between 

97 J.P. Sartre, op. c i t . (1972), p. 219. 
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i n t e n t i o n and aesthetic meaning i t w i l l be worth looking a t the 

more general r e l a t i o n between i n t e n t i o n and a r t . Normally 

aesthetic experience involves the creation of an a r t object by 

an a r t i s t and a subsequent response by the p e r c i p i e n t . I t w i l l 

be useful therefore t o consider the notion of i n t e n t i o n from the 

point of view o f both a r t i s t and pe r c i p i e n t . 

Discussion of the relevance of i n t e n t i o n t o a r t tends t o 

centre on the so-called i n t e n t i o n a l f a l l a c y , a term used by 

Wimsatt and Breardsley t o suggest t h a t "the design or i n t e n t i c x i 

of the author i s neither available nor desirable as a standard 
98 

fo r judging the success of a work of l i t e r a r y a r t " . I n h i s 

discussion of the relevance of i n t e n t i o n t o response t o a work 

of a r t , Redpath poses the problem i n the context of the meaning 

of a poem as follows; " I s the meaning of a poem, the meaning the 

poet intended i t t o have?"^^ I t i s clear t h a t the poet's i n t e n 

t i o n cannot be viewed as a universal c r i t e r i o n of the meaning 

f o r i t i s inportant t o acknowledge t h a t there may be more i n a 

poem than the author was aware* On the other hand, he does not 

want t o go along w i t h w r i t e r s who want t o remove a l l reference 

t o an author's i n t e n t i o n when evaluating or i n t e r p r e t i n g a poem* 

The probable i n t e n t i o n of the poet, he suggests, does at le a s t 

98 W.K. Wimsatt and M.C. Breardsley, "The I n t e n t i o n a l Fallacy", 
from The Verbal Icon (University of Kentucky Press, 1954), 
r e p r i n t e d i n M. Weitz, op. c i t * (1959), p* 275* 

99 T. Redpath, "Some Problems of Modem Aesthetics", i n C.A. 
Mace (ed * ) , op* c i t . (1957), p* 361* 
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sometimes afford a c r i t e r i o n by which to judge whether a c e r t a i n 

meaning attributed to a poem i s correct or not. I t i s a problem 

then of finding the r i g h t balance. 

The discussion of the problen by Lyas i s helpful because he 

begins by a cl o s e r examination of the c o n c ^ t * intention * .^^^ 

The observations which he thinks should be taken into account 

are as follows i intentions should not be thought of as p r i v a t e 

mental events t o t a l l y detached from verbal and other behaviour; 

we need sometimes to dis t i n g u i s h between someone's avowed inten

tions and what we know fr<»a h i s other words and deeds; we must 

distinguish between an intention i n the sense of a plan or design 

formed p r i o r to an action and an action done i n t e n t i o n a l l y . 

These considerations take Lyas to the view that i t i s p o s s i b l e to 

distinguish between, on the xme hand, the relevance of knowledge 

of and reference to p r i o r intentions and» on the other hand, 

r e f e r o i c e to our knowledge that the work and some of i t s e f f e c t s 

are intentional. He suggests that a strong form of a n t i -

intentionalism would be d i f f i c u l t to sustains 

"This would constitute a t o t a l elimination of r e f e r 
ence to intention from c r i t i c a l t a l k about a r t and 
would have an i n t e r e s t i n g consequence. For since 
the only differences 1 can see between a work of a r t 
and a natural object stem from the f a c t that i n t e n 
t i o n a l human a c t i v i t y i s involved i n the making of 
arty so to deny the relevance of any knowledge of 
intention would be to deny the relevance of any 
knowledge that one i s dealing with art."101 

100 C. Lyas, "Personal Q u a l i t i e s and the Intentional F a l l a c y " , i n 
G. Vesey ( e d . ) . Philosophy and the Arts (Macmillan, 1973). 

101 i b i d . , p. 197. 
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To suggest that the c r i t i c must concentrate on what i s 

public* the work itself» and ignore the mind of the a r t i s t i s 

to f a l l i nto a d u a l i s t i c view of the r e l a t i o n between mental 

and non-mental phenomena* Here he makes a comparison between 

philosophy of mind and philosophy of a r t , 

" ( F o r ) i f i t i s possible to replace a dualism of 
persons and behaviour with the monism of "persons 
behaving*» i t may be possible to replace the dualism 
of a r t i s t and work by a monism of an a r t i s t showing 
himself i n the response a r t i c u l a t e d by the work."102 

These comnents r e c a l l a discussion undertaken e a r l i e r i n t h i s 

c h ^ t e r on the general relationship between outward action and 

inner esqperiences* Arguments which i n s i s t that meaning should 

only make r e f e r ^ c e to the outward manifestations of behaviour 

and not refer to inner experience place great emphasis on 

avoiding dualism but here Lyas reverses that argument to suggest 

that to avoid reference to intention i s to do p r e c i s e l y that* 

Nidgley makes a s i m i l a r point i n her discussion of the importance 

of human motives* feelings and intentions* 

***** there would c e r t a i n l y be trouble i f we were 
forced to choose between describing outer actions 
and inner experience - i f we could not have both* 
But we do have both* People have i n s i d e s as w e l l 
as outsides; they are subjects as w e l l as objects* 
And the two aspects operate together* We need 
views on both to make sense of e i t h e r . And* nor
mally* both are included i n a l l descriptions of 
behaviour,"103 

102 C* Lyas* op* c i t * (1973)* p. 208* 

103 M. Midgley* op. c i t * (1979)* p. 112* 
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There are cl e a r connections to be made here with those 

approaches to drama which are concerned with outer behaviour only 

because i n dealing with human behaviour i n general, 

"... we find intentions, motives, and feelings 
enormously important. I t u s u a l l y concerns us very 
l i t t l e to know the exact d e t a i l s of a man's out
ward actions. But i t can concern us v i t a l l y to 
know h i s intentions."10^ 

However, before making the l i n k with drama i t w i l l be u s e f u l to 

consider the place of the intention of the percipient ( a s opposed 

to the a r t i s t ) i n aesthetic esqierience. I n a discussion of t h i s 

i s s u e , E l l i o t t has stressed the iitqaortance of imaginal e3q>erience 

i n response to a work of a r t . ^ ^ ^ The strength of h i s case l i e s 

i n the large number of examples drawn from esqieriences of response 

to d i f f e r e n t a r t forms i n which he describes the importance of 

the imaginaticxi of the observe which can be said to complete the 

aesthetic esqperience, or complete the meaning of the work of a r t . 

I t i s as i f the percipient stops being merely a spectator and 

engages imaginatively i n the work. 

As one of h i s exan^les he takes the second l i n e of Yeats* 

"ByzantiumP', "The emperor's drunken soldiery are abed", and suggests 

that the l i n e evokes "ideas of imperial grandeur, b r u t a l i t y and 

banal h u m a n i t y " . H e goes on, however, to suggest that the f u l l 

10^ M. Midgley, op. c i t . (1979), p. 111. 

105 R.K. E l l i o t t , "Imagination i n the Experience of Art", i n 
G. Vesey (ed.), op. c i t . (1973), pp. 88-105. 

106 i b i d . , p. 95. 
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iiiq;>act of the l i n e w i l l depend on the heightened a c t i v i t y of the 

reader's mental power* the imagination makes a c r e a t i v e contrib

ution not j u s t i n t e r p r e t a t i v e * 

"The reader i s imaginally there i n Byzantium* and -
e s p e c i a l l y i f i n h i s time he has been a drunken 
so l d i e r and alarmed by drunken s o l d i e r y - he w i l l 
be both with the r e v e l l e r s i n the thoroughfares of 
the c i t y and somewhat vaguely on the fringes of 
the hubbub hoping for the tumult to subside or pass 
on***107 

Thus an imaginal s e l f or ego enters i n t o the world of the work 

and contributes p r e c i s e l y what i s necessary i f the meaning of the 

work i s to be completed* 

**an important aesthetic q u a l i t y of the work i s 
avai l a b l e only to those who are able to respond 
imaginally to it.**108 

E l l i o t t i s concerned to defend the importance of imaginal 

and personal response to a r t against the views of philosophers 

of a r t who are influenced by what he c a l l s a basic o b j e c t i v i s t 

Aesthetic: 

" I c a l l t h i s Aesthetic ' o b j e c t i v i s t * because i t 
i n t e r p r e t s a e s t h e t i c experience rather s t r i c t l y on 
the model of inspecting and coming to know an 
object. I n i t s most extreme form t h i s Aesthetic 
presupposes that the sole aim of aesthetic contem
plation i s the perception or other cognitive 
grasping of i n t r i n s i c q u a l i t i e s of the objective 
work* without any use of Imagination* According 
to t h i s view the aesthetic spectator i s not c a l l e d 
upon to imagine anything but simply to apprehend 
what i s there to be seen,*'109 

107 R*K. E l l i o t t * op. c i t * (1973)* p* 95. 

108 i b i d . * p. 92* 

109 i b i d . * p. 98* 
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The view of a r t advocated by E l l i o t t has s i m i l a r i t i e s with 

an account given by Sartre i n The Psychology of Imagination and 

r e l a t e s to h i s claim that ''the work of a r t i s an unreality"*^^0 

A work of a r t * l i k e a p o r t r a i t of Charles V I I I which he takes as 

an example* i s an object* But i t i s not the same object as 

the painting* the canvas* which are the r e a l objects of which 

the painting i s cooqposed* 

**As long as we observe the canvas and the frame for 
themselves the a e s t h e t i c object 'Charles V I I I ' w i l l 
not s^pear* I t i s not that i t i s hidden by the 
picture* but that i t cannot present i t s e l f to a 
r e a l i s i n g consciousness . ' "m 

The aesthetic object then w i l l only appear to a consciousness 

which becomes imaginative and i t i s i n t h i s context that S a r t r e 

r e f e r s to the a r t object as *'the c o r r e l a t i v e of the i n t e n t i o n a l 

act of an imaginative consciousness"* a quotation which was used 

e a r l i e r with reference to drama*^^^ 

This discussion on i n t e i t i o n i n a r t has highlighted two 

broad views of aesthetics which can be r e l a t e d to drama* I n 

E l l i o t t ' s terms a basic ' o b j e c t i v i s t ' Aesthetic i s i m p l i c i t i n 

approaches to drama i n which the concern i s with 'external' form 

of action and the meaning of the drama does not admit of any 

s i g n i f i c a n t reference to the intention of the p a r t i c i p a n t s * The 

110 J.P* Sartre* op. c i t * (1972)* p. 219. 

111 i b i d . * p* 219* 

112 i b i d * * p* 219* 
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contrasting view (to which reference has been made throughout) 

makes reference i n the teaching process to the intention of the 

part i c i p a n t s which can be described as a constituent of the 

aesthetic meaning of the drama. 

The implications of t h i s discussion and the r e l a t i o n s h i p 

of t h i s current view of drama to the view of aesthetic esqperience 

described above has important implications for the Importance of 

aesthetic education i n drama. There has been a tendency i n drama 

to t a l k of educating through aesthetic experience i n contrast to 

educating for aesthetic response to a r t . I i n p l i c i t i n t h i s view 

i s the idea that educating the a b i l i t y to respond to works of 

a r t must ne c e s s a r i l y involve the watching, reading and a n a l y s i s 

of plays, learning about dramatic technique, e t c . while educational 

drama has been more concerned with increase i n understanding and 

i n s i g h t . This contrast might seem odd because ' a r t ' i s normally 

coupled with 'understanding' and 'insight* but i t recognises the 

fact that drama as i t i s often practised i s not overtly concerned 

with response to works of a r t . However, with the view of a e s t h e t i c 

e:}q>erience described here, i t i s f a i r to see educational drama as 

being a form of aesthetic education of the a b i l i t y of imaginative 

engagement which i s an important foundation for meaningful a e s t h e t i c 

response to a r t . I n other words, a deep, meaningful experience i n 

drama has to be seen as more valuable than an encounter with a 

s u p e r f i c i a l text. (There has been a glut of s u p e r f i c i a l drama 

texts for schools recently, no doubt to meet the current i n t e r e s t 

i n the s u b j e c t ) . 
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The expansion of the p u p i l s ' understanding which becomes the 

teacher's esqplicit concern i n the drama can be s a i d to begin from 

the moment of imaginative commitment to the dramas 

"Imagination breaks the domination of our ordinary 
habits of conception and p e r c ^ t i o n - including 
aesthetic perception - which seems to bind us 
absolutely to the given world**'113 

The increase i n understanding which gives content to the teacher's 

teaching remains part of the aesthetic dimension; i t i s not 

dependent merely on the content of the drama but on i t s a e s t h e t i c 

meaning. 

This discussion of meaning then can be r e l a t e d to the e a r l i e r 

discussion of learning* There i t was suggested that content can 

be given to the educational concepts of learning and teaching i n 

drama without the object of learning being confined (e*g* i n 

propositions) i n ways which would d i s t o r t the e s s e n t i a l nature of 

drama* This theme has been continued i n t h i s chapter on meaning. 

The notion of aesthetic meaning does not in t e r p r e t the meaning of 

the drama i n terms of mere content or external form but r e f l e c t s 

the f a c t that drama operates by v i r t u e of an integraticm of those 

factors which contribute to the meaning. Neither does the notion 

of aesthetic meaning outlaw t a l k about ' l e v e l s of meaning'* 

'quality of meaning' or 'subjective meaning's the e f f e c t of t h i s 

discussion has been to draw attention to the necessity of using 

these terms i n meaningful contexts with an o v e r a l l unifying 

113 R.K. E l l i o t t , i n G. Vesey (ed.)* op. c i t * (1973)* p. 103* 
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conception of aesthetic meaning. Thus i t was suggested the d i f 

ferent ways i n which the subject has been conceived i n i t s h i s t o r y 

can be interpreted as an i m p l i c i t recognition of d i f f e r e n t views 

of the meaning of the drama, more recent approaches including the 

importance of the i n t e n t i o n a l , imaginative consciousness of the 

par t i c i p a n t s . 
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CHAPTER SIX 

FEELING 

( i ) Introduction 

In an e a r l i e r chapter i t was argued that there has been a 

s i g n i f i c a n t change of emphasis on the r o l e of f e e l i n g i n drama, 

but there are problems associated with describing the nature of 

that f e e l i n g . The importance of attempting some c l a r i f i c a t i o n 

of the issue i s that i t a f f e c t s both the way drama i s viewed as 

a learning process and the description of drama as a r t . 

Section one w i l l consider developments i n philosophy of 

mind which influence t a l k about emotion. This w i l l be i n part 

to cover familiar philosophical ground but the discussion w i l l 

be inqportant because i t w i l l be suggested that the t r a d i t i o n a l 

view of emotion which i s c r i t i c i s e d pervades thinking and w r i t i n g 

about drama. 

Section two w i l l discuss various forms of the e3q>res8ion 

theory i n aesthetics and the c r i t i c i s m s launched against such 

theories. These w i l l be r e l a t e d to accounts of f e e l i n g i n a r t 

education and i n drama. 

Section three w i l l discuss symbolism and w i l l lead to a 

consideration of more recent aesthetic theories which can be seen 

to have relevance to drama. The iiiq>ortance of d i s t i n g u i s h i n g 

drama as symbol from symbolism within drama w i l l be stressed. 
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Section four w i l l consider more d i r e c t l y the concept of 

fe e l i n g , the r e l a t i o n s h i p between fe e l i n g and understanding and 

the question of drama as a r t . 

( i i ) Emotion 

The t r a d i t i o n a l view of emotions to which much c r i t i c i s m i n 

philosophy of mind has been directed has been defined by Ryle as 

follows: 

"Emotions are described as turbulences i n the stream 
of consciousness, the owner of which cannot help 
d i r e c t l y r e g i s t e r i n g them; to external witnesses they 
are, i n consequence, ne c e s s a r i l y occult. They are 
occurrences which take place not i n the public, phys
i c a l world but i n your or my secret, mental world."^ 

I t w i l l be the purpose of t h i s section to look at the various 

arguments advanced against t h i s view and then to consider the 

dif f e r e n t emphases given by philosophers i n t h e i r atten^ts to 

offer explanations of how emotion words operate i n our language. 

I t i s important to s t r e s s t h i s l a s t point, that developments 

i n philosophy of mind are more u s e f u l l y seen as accounts of the 

way our language works than as d i f f e r e n t accounts of what ^notions 

are. I t i s not, for example, j u s t a matter of saying emotions are 

not inner turbulences but outward manifestations of behaviour, for 

t h i s would be to give an oversinq>lified view and would i n any case 

contradict the evidence of our experience that emotions are i n 

1 G. Ryle, The Concept of Mind (Hutchinson, 1949), p. 81. 
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some sense inner turbulences. Developments i n the philosophy of 

mind can perhaps be seen as extending the common sense view rather 

than t o t a l l y contradicting i t . This point i s worth s t r e s s i n g 

because* once freed from the d i c t a t e s of the t r a d i t i o n a l accounts 

of emotions* i t i s easy to misinterpret the nature of the c r i t 

icisms and to give a crude* overly behaviouristic account. 

One of the points Ryle makes i n h i s discussion i s that a 

number of words used to i d e n t i f y emotions are not occurrences i n 

a private or public world because they are not occurrences at a l l * 

The language we use tends to make us assume that a word l i k e 

'vanity* must name a p a r t i c u l a r e n t i t y . This i s a l l the more the 

case when we are giving explanations for people's actions* ' I t 

was vanity which caused him to do X'* But the v a i n man i s not 

necessarily subject to p a r t i c u l a r occurrent sensations of vanity* 

To say that a man i s v a i n i s to say that he has a propensity or 

tendency to act i n a c e r t a i n way whenever c e r t a i n circumstances 

a r i s e . 

"Sentences beginning 'whaiever' are not singular 
occurrence reports. Motive words used i n t h i s way 
signify the occurrence of f e e l i n g s . They are 
e l l i p t i c a l expressions of general hypothetical prop
ositions of a c e r t a i n sort* and cannot be construed 
as expressing categorical narratives of episodes."^ 

Ryle does not say that the v a i n man w i l l not at times have 

c e r t a i n feelings or sensations* hence the important q u a l i f i c a t i o n 

made e a r l i e r that i t i s not a question of simply saying emotions 

2 G* Ryle, op. c i t . (1949)* p. 83. 
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are not inner f e e l i n g s . Instead he i s saying that t h i s sort of 

account i s not a s u f f i c i e n t explanation of the way a word l i k e 

'vain* i s used. I f to be v a i n were sinqply to have recognisable 

s p e c i f i c f e e l i ngs the vain man would be the f i r s t to recognise 

them. I n f a c t i t i s more often true that i t i s other people who 

recognise patterns of behaviour which lead them to describe a 

man as vain. 

I t might seem strange to c a l l 'vanity' an emotion word but 

Ryle's general observation can be applied to a number of words 

which are used i n a causal context or as explanations of motive. 

To say a man did X and the cause of h i s action was an emotion Y 

i s not to say, despite the form of the language, that a p a r t i c u l a r 

sensation Y caused X. Apart from any other c r i t i c i s m , how would 

we know that the cause of the overt action was the occurrence of 

the sensation Y? 

A similar c r i t i c i s m i s made by Jones when he suggests that 

there i s "an absence of a l o g i c a l connexion between the emotion 

and the commotion which i s associated with i t " . - ^ I n other words, 

emotion words are often used without n e c e s s a r i l y iBqE>lying that the 

person i n question was having p a r t i c u l a r sensations at the time. 

One can speak of someone being angry without n e c e s s a r i l y suggesting 

that he was a l l the time r e g i s t e r i n g p a r t i c u l a r sensations of 

anger. Neither i s i t an adequate denial that one i s angry to say 

3 J.R. Jones, "The Two Contexts of Mental Concepts", Proc
eedings of the A r i s t o t e l i a n Society (1958-59), p. 108. 
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that one did not have p a r t i c u l a r sensation of anger. We would 

not withdraw our statement that someone was angry simply because 

of h i s avowal that he did not have attendant inner f e e l i n g s . 

Another argument directed at the t r a d i t i o n a l view of 

SDOtion suggests that i t i s d i f f i c u l t on t h i s view to esqplain 

how an emotion can have an object. I f ' I am angry with Fred' i s 

re f e r r i n g to the recognition of a unique inner f e e l i n g of anger 

then i t has to be explained how the emotion can be said to be 

directed at Fred. There must be an accompanying cognitive 

element but how does that element accompany the sensation? As an 

image? But I may be angry a t Fred and have an image of John 

without i t meaning that I am i n fact angry with John. As a 

b e l i e f ? But i t would have to be a b e l i e f that my anger i s 

directed at Fred which i s exactly what I want to explain* so the 

argument becomes c i r c u l a r * 

Pitcher* who makes t h i s point* goes on i n h i s a r t i c l e to a 

second c r i t i c i s m of the t r a d i t i o n a l view* I t makes sense i n our 

normal t a l k about emotions to speak of them as being reasonable 

or unreasonable* S i m i l a r l y we can ask for a person's grounds for 

h i s enotion. But we do not speak of sensations i n the same way* 

"... i t seens to make no sense to speak of a bodily 
se i s a t i o n being unreasonable or reasonable* j u s t i f i e d 
or u n j u s t i f i e d and so on; and on the T r a d i t i o n a l View* 
the same must be said of emotions* The View does not 
allow the notions of reasonableness and j u s t i f i a b i l i t y 
to gain any foothold i n the concept of an emotion*"^ 

G. P i t c h e r , "Emotion", Mind (Vol. LXXIV* 1965), reprinted i n 
R.F. Dearden, P. H i r s t and R.S. Peters ( e d s . ) , Reason (Rout-
ledge* 1972) P a r t 2 of EducatiOTX and the Development of 
Reason* p* 222. 
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The above summary of some of the arguments against the tra d 

i t i o n a l view of emotions has drawn from writings of Ryle, Bedford, 

Jones and Pi t c h e r but t h e i r a r t i c l e s i n t e r e s t i n g l y o f f e r d i f f e r e n t 

explanations of the way our emotion words operate and i t i s the 

explanations of emotion words ( p a r t i c u l a r l y those given by Bedford 

and P i t c h e r ) which have most i n t e r e s t for drama. Bedford has 

c r i t i c i s e d Ryle's account because i t r e l i e s too heavily on the 

notion of disposition and does not do j u s t i c e to the function of 

emotion words i n esqplaining behaviour. Take, for example, a p a i r 

of s i m i l a r words l i k e indignation and annoyance. I t i s c l e a r that 

we do not distinguish them i n terms of d i f f e r e n t inner f e e l i n g s 

(which i s another argument against the t r a d i t i o n a l view). An 

explanation of how we do i n f a c t d i stinguish them leads to the 

importance of context. 

"The decision whether to say that the driver of a car 
which has broken down from lac k of water i s indignant, 
or merely annoyed or angry, depends on whether the 
radiator i s empty through ( l e t us say) the c a r e l e s s 
ness of the garage mechanic who undertook to f i l l i t 
for him or through h i s own carelessnes8."5 

Indignation but not annoyance seems to imply unfairness which i n 

turn points to the s o c i a l context. Emotion words are i n t h i s 

sense part of a s i t u a t i o n . 

Pitcher's approach follows a sim i l a r l i n e because he looks at 

emotion situations to discover what t h e i r c h a r a c t e r i s t i c features 

are and suggests that having some apprehension and making some 

5 E. Bedford, "Emotions^*, Proceedings of the A r i s t o t e l i a n 
Society (1956-57), p. 292; 
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evaluations are c e n t r a l ingredients* 

"Thus to say ' I am angry with you* i s normally to 
i n d i c a t e that one considers what the hearer did to 
be a bad thing - i t may thus be to scold or upbraid 
the hearer* To say * I am overjoyed at the news of 
your success' i s normally to indicate that one cons
ide r s the news to be good - i t may thus be to 
congratulate the hearer •*• To construe these u t t e r 
ances as statements of f a c t * as r ^ o r t s of one's 
inward st a t e , as the T r a d i t i o n a l View would lead us 
to do* i s normally to miss t h e i r point ***"6 

I t w i l l now be c l e a r that the general d i r e c t i o n of these 

arguments i s not to see emotion words as only r e f e r r i n g to inner 

states* An emotion i s what i t i s , not simply by v i r t u e of i t s 

i n t r i n s i c c h a r a c t e r i s t i c s as a f e e l i n g but also by v i r t u e of i t s 

relationship to i t s object and to i t s s i t u a t i o n * But does i t 

make sense to speak of emotions e x i s t i n g without inner f e e l i n g s ? 

I t could be argued that some accounts of emotions i n philosophy* 

i n trying to free thinking from the misleading t r a d i t i o n a l view* 

have gone too f a r i n denying the f a c t which seems so obvious that 

emotions are n e c e s s a r i l y f e l t * This i s the l i n e Reid takes when 

he c r i t i c i s e s Bedford's denial that emotion i s "any sort of 

fe e l i n g or mental process"*^ I t i s a question of d i s t i n g u i s h i n g 

emoti<xi words from emotions* We can say of someone that he i s 

angry but to say of someone that he had the emotion of anger 

demands the existence of an inner f e e l i n g . The point i s made by 

Reid when he says that " a c t u a l emotion u n f e l t i s a contradiction 

6 G. Pitcher, op. c i t . (1965), p. 235. 

7 L.A. Reid* Meaning i n the Arts ( A l l e n and Unwin* 1969), p 
150. 
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i n terms.® This does not i n v a l i d a t e i n s i g h t s of the kind Ryle 

makes, that we use emotion words as dis p o s i t i o n s , but i t suggests 

that when we are r e f e r r i n g to dispositions without attendant 

feelings we are not, i n f a c t , t a l k i n g about emotions. I t w i l l 

be argued l a t e r that j u s t as i t i s possible to speak of someone 

being angry without them n e c e s s a r i l y having an emotion of anger, 

i t i s also possible to say that someone i s having an emotion of 

anger without them being angry. 

The general c r i t i c i s m s of the t r a d i t i o n a l view of emotions 

have important implications for education which w i l l be b r i e f l y 

i d e n t i f i e d before r e l a t i n g the discussion more c l o s e l y to drama. 

These emerge i n discussion of r a t i o n a l i t y i n philosophy of educa

tion. Thus Peters, r e f e r r i n g to Hume*s d i s t i n c t i o n between 

'reason* and 'passion' says: 

"Hume put generaticms of philosophers on the wrong 
track by h i s claim that reason i s merely the a b i l i t y 
to make inductive and deductive inferences ... Nhat 
Hume did not sgppreciate, however, was that these so-
c a l l e d passions are intimately connected with the 
use of reason rather than d i s t i n c t e n t i t i e s ..."^ 

In Pitcher's a r t i c l e on emotion quoted above (which s i g n i f i c a n t l y 

i s included i n the philosophy of education volume on reason) he 

suggests that when the t r a d i t i o n a l view of emotion i s discarded 

8 L.A. Reid, op. c i t . (1969), p. 150. 

9 R.S. Peters, "Reascm and Passion", Royal I n s t i t u t e of P h i l 
osophy Lecture, published i n G. Vesey ( e d . ) , A Proper Study 
of Mankind (Macmillan, 1971), reprinted i n R.F. Dearden et 
a l . ( e d s . ) , pp. c i t . (1972), p. 62. 
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" i t becomes a l i t t l e e a s i e r to understand how one*s reason can 

control one's e m o t i o n s " E d u c a t i c m a l objectives to develop 

the use of reason should not be interpreted narrowly as being 

confined to a notion of the exercise of i n t e l l e c t u a l f a c u l t i e s -

human emotions enter our exercise of reason. 

On the basis of t h i s type of thinking which i s found i n 

philosophy of education i t would be possible to develop arguments 

along the l i n e s that the notion of *drama for understanding* does 

not have to imply a narrow concept of developing i n t e l l e c t u a l 

f a c u l t i e s , i n fact i t should not do so because that would be to 

accept inqplicitly the Humean d i s t i n c t i o n between 'reason* and 

'passion'• Such an argument would be use f u l up to a point but 

would not nec e s s a r i l y face some of the problems i d e n t i f i e d i n an 

e a r l i e r introductory chapter to do with the nature of the emotion 

experienced i n drama i n a make-believe s i t u a t i o n * the d i f f i c u l t i e s 

of assessing quality of the drama i n terms of i t s emotional 

content and the problems of how the teacher can be said to i n f l 

uence the emotional content of the drama* These s o r t s of questions 

w i l l be the concern of t h i s whole chapter but i t w i l l be u s e f u l 

to see i f the in s i g h t s gained on emotion so far begin to i l i u m * 

inate them. 

Approaches to drama which involved the teacher t r a i n i n g 

children to switch on emotional display have been c r i t i c i s e d by 

10 G. Pitc h e r , op. c i t . (1965) i n R.F. Dearden et a l . ( e d s . ) , 
(1972), p. 236. "For one thing, we understand f a i r l y w e l l 
how reason can control evaluations and some kinds of appre
hensions, e.g. b e l i e f s , and these are, according to the 
present view, important constituents of emotion-situations". 
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drama e3q>onents. But why should t h i s be wrong? An argument 

against such an approach could be made persuasive by quoting 

more extreme examples of overacting or bad t h e a t r i c a l i t y . But 

what i s wrong with a teacher encouraging a c l a s s i n a p a r t i c u l a r 

lesson to imitate, for example, anger i n a l e s s extreme way by 

aicouraging then to look angry, to make the appropriate gestures 

of anger as a way of f e e l i n g angry? The answer i n one sense i s 

that teachers have recognised that t h i s sort of approach j u s t 

does not bring an appropriate l e v e l of f e e l i n g and the drama 

stays on a s u p e r f i c i a l l e v e l , but what can be s a i d t h e o r e t i c a l l y ? 

I n f a c t , the approach betrays a t r a d i t i o n a l view of motion. 

To say that someone i s angry i s to say as such about the s i t u a t i o n 

he i s i n - t h i s was the point of the e a r l i e r discussion. Feelings 

do not a r r i v e already hall-marked, 

" I t i s from being angry and not from the way I f e e l 
that I know that the feelings I am r e g i s t e r i n g sign
i f y anger. Feelings receive illumination, they do 
not give i t . And where they occur i n connexion with 
emotion they receive i t from t h e i r i n c l u s i o n i n a 
wider complex of meaning which contains other, log
i c a l , elements.*'11 

The anger i s derived from the s i t u a t i o n not applied to i t , having 

been found i n t e r n a l l y . 

What i s the drama teacher who t e l l s a c l a s s or an i n d i v i d u a l 

to t r y to f e e l sad a c t u a l l y t e l l i n g them to do? Obviously r e c a l l 

w i l l be important. But are they t r y i n g to r e c a l l p a r t i c u l a r inner 

11 J.R. Jones, Qp. c i t . (1958), p. 109. 
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turbulences? I t i s perhaps important not to deny that i t i s 

possible to r e c a l l something of a p a r t i c u l a r f e e l i n g attached to 

a situation but normally one f i r s t r e c a l l s the s i t u a t i o n i t s e l f . 

Jones ccmiments: 

"Why i s i t that, i f I subsequently r e c a l l an occasion 
on which I showed anger, i t i s never a texture of 
inner turbulences that comes to my mind? I seem then 
to be curiously oblivious of t h i s . I n t rying to r e 
l i v e the anger and to understand i t , i t i s outwards 
i n the direction of the situation - the surprised 
intrigue, the clashing ambitions, the broken promise -
that I find my thought groping."12 

He goes on to quote Anscombe, 

"... looking for the meaning of * anger* i n what a man 
f e e l s who f e e l s angry y i e l d s such d i s s a t i s f y i n g r e s 
u l t s , as i f the anger i t s e l f had slipped between our 
fingers."13 

R e c a l l of past situations w i l l have an important r o l e i n feeding 

the drama but the emotion i s not induced by an i n t e r n a l trigger 

but emerges from the context and the individual's evaluation and 

apprehension of that p a r t i c u l a r s i t u a t i o n . The i n d i v i d u a l ' s 

consciousness i s influenced by h i s r e c a l l and associations, though 

not n e c e s s a r i l y at a f u l l y conscious l e v e l . 

Because the consciousness of the individual i s a factor i n 

determining the nature of the enotion, t h i s gives a clue to the 

d i s t i n c t i o n between mere pretence and the emotion which prqperly 

12 J.R. Jones, op. c i t . (1958), p. 114. 

13 i b i d . , p. 114. He quotes G. Anscombe, "Pretending", Proc
eedings of the A r i s t o t e l i a n Society Supplement (Vol. aoocii), 
pp. 287-8. 
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belongs to drama. There are s i t u a t i o n s i n everyday l i f e i n which 

someone may pretend to be angry for a joke. A mother may pretend 

to be cross with her c h i l d for the sake of giving him the p l e a s 

urable sense of r e l i e f when he finds out that she i s i n f a c t 

joking. The c h i l d i s deceived, for the external symptoms are 

in d i c a t i v e of r e a l anger: her face muscles may be tense, her voice 

may quiver. I t i s possible that she may work up bodily f e e l i n g s 

which are quite strong. On the analysis of emotion given above 

which stressed context, evaluation and apprehension i t i s c l e a r e r 

to see that i n t h i s s i t u a t i o n i t i s her own consciousness which 

w i l l be a strong factor. I n t h i s case the f a c t that she i s 

pretending to have c e r t a i n feelings for a joke means that the 

dominant content of the individual's consciousness of the s i t u a t i o n 

w i l l be the fact that what i s going on i s a joke. I t may be 

remembered that i n the chapter on meaning the notion of d ^ t h i n 

drama was described i n terms of an engagement of consciousness 

and i t w i l l be a l i t t l e more cl e a r now how that discussion r e l a t e s 

to the emotional content of the drama. 

The fact that pretend si t u a t i o n s have to be taken into 

account i n discussions of emotion has been recognised by p h i l o s -

c^hers. Bedford r e f e r s to the possible objection to h i s account 

of emotion (which challenged the sinqple 'inner f e e l i n g ' view) 

which i s presented by "the alleged i m p o s s i b i l i t y of d i s t i n g u i s h i n g , 

from an external observer's point of view, between r e a l anger, say, 

and the pretence of i t " . ^ ^ I t may be argued that the only 

14 E. Bedford, op. c i t . (1956), p. 285. 



- 255 -

difference can l i e i n the f a c t that the man who i s pretending i s 

not i n the appropriate s t a t e of inner f e e l i n g . Bedford, however, 

suggests that the existence of the f e e l i n g of anger i s not the 

<mly c r i t e r i o n for saying whether i t i s pretence or r e a l . 

" I t i s not an unimportant point that i t i s u s u a l l y 
obvious when someone i s pretending. I f a man who i s 
behaving as i f he were angry goes so f a r as to smash 
the furniture or commit an a s s a u l t , he has passed the 
l i m i t ; he i s not pretending, and i t i s u s e l e s s for him 
to protest afterwards that he did not f e e l angry."15 

I t can be argued that Bedford here goes too f a r i n suggesting 

that patterns of behaviour determine A e t h e r scmieone i s angry or 

not. The more important point, however, inqolicit i n what he says, 

i s that i t i s useful to ask why we want to make the p a r t i c u l a r 

d i s t i n c t i o n i n question. Here i t seems to have to do with a t t r i b 

uting blame. One cannot excuse one's actions on the grounds that 

one has not had a p a r t i c u l a r f e e l i n g , on the other hand i t seems 

quite plausible to smash furniture up and say afterwards that one 

was only pretending to be angryi i t would be rather a poor joke but 

legitimate i n the way we use the notion of pretence. The important 

point i s that context and further evidence i s l i k e l y to determine 

whether the case i s pretence or not. 

This point has an iinportant bearing on the assessment of 

quality of emotion i n drama. I f i t i s imagined that t h i s process 

i s somehow equivalent to taking the temperature of the sea with a 

thermometer tti&i problems are bound to a r i s e . A more accurate 

15 E. Bedford, op. c i t . (1956), p. 286. 



- 256 -

analogy, however, would be to assess the temperature of the sea 

by f e e l i n g the warmth of the sand on one's f e e t , by taking account 

of the strength of the wind, the time of the year, one's own body 

temperature, the height of the sun, one's knowledge of the e f f e c t 

of the t i d e and so on. I n f a c t , i f one were to go by a thermometer 

reading alone before jumping i n , one could be disappointed to f i n d 

that what one thought was a comfortable temperature was i n f a c t 

very cold because of the r e l a t i v e heat of one's own body. I think 

i t i s f a i r to say that assessment of q u a l i t y of f e e l i n g i n drama 

i s more of a t h e o r e t i c a l problem for teachers than i t i s i n actual 

p r a c t i c e . I t i s a question of finding a t h e o r e t i c a l explanation 

which accounts for the ease with which an experienced teacher can 

make the sort of assessmait necessary. The s t r e s s on context 

rather than occult inner ' tenperatiure' goes seme way towards 

providing that e ^ l a n a t i o n . 

I t may be argued that the c e n t r a l question i s s t i l l , "how 

can we have a ' r e a l ' emotional response to a make-believe s i t u 

ation?". Again, i f emotion i s thought of as being stimulated by 

an external cause on a passive r e c i p i e n t then i t w i l l admittedly 

seem strange that we should be moved by an external cause which 

i s not 'real* - one does not die from a blank b u l l e t . On the 

other hand, i f enotion i s seen as having i n t e n t i o n a l i t y , i f due 

sig n i f i c a n c e i s accorded to our imaginative power, the problem 

can be seen i n a d i f f e r e n t l i g h t . I t helps to look at the f a c t s 

of human esqperience. An in d i v i d u a l may be more nervous before 

an interview when he rehearses i t i n h i s mind than during the 
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actual event. I may get more angry when I am describing an 

incident to a friend than I did during the actual incident. I t 

i s true that these examples make reference to r e a l events ( I am 

remembering events which a c t u a l l y took place or a n t i c i p a t i n g 

events which w i l l take p l a c e ) , whereas the question has to do 

with response to f i c t i t i o u s events, but they serve to bring out 

the power of human imagination i n such contexts. 

For the purposes of a t h e o r e t i c a l position i n drama i t may 

be enough to say that the problem of emotional response i s 

reduced wh^ placed i n a wider context. However, from a p h i l o s 

ophical point of view, i t may appear to beg the question for i t 

might be thought that i t i s no r e a l answer to the question to 

quote other enotional responses of a s i m i l a r kind. I t i s to say 

i n answer to the question, 'why do we respond to make-believe 

situations i n an emotional way?' - 'that i s j u s t the way we are'. 

Yet I believe that the d i r e c t i o n of the answer l i e s i n that sort 

of approach. Langer's theory of aesthetics begins i n Philosophy 

i n a New Key with a consideration of the human need to symbolise 

and there are i n t e r e s t i n g p a r a l l e l s with some of the chapters i n 

Midgley's Beast and Man which argues for the importance of a 

concept of human nature. 

In an a r t i c l e , "Art and Real L i f e " , Mounce has applied him

s e l f to the question which has received discussion i n philosophy, 

16 M. Midgley, Beast and Man (Methuen, 1979). 
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how i s i t possible to f e e l a r e a l emotion at something we know i s 

not r e a l ? ^ ^ His c r i t i c i s m of an e a r l i e r a r t i c l e by Radford 

indicates that he would favour an argument which looks to the 

fa c t s of human e3q>erience.^^ He describes Radford's argument as 

occurring i n three stages: ( a ) the p r i n c i p l e i s established that 

one cannot f e e l sadness unless one believes that the object of 

one's sadness e x i s t s , (b) one may i n reading f i c t i o n f e e l sadness 

and know that the object does not e x i s t , and ( c ) i t i s concluded 

that such cases as i n (b) are incoherent. Mounce suggests that 

instead of giving the conclusion i n ( c ) we need to use the f a c t s 

i n (b) to question the p r i n c i p l e ^ i c h was established i n ( a ) -

"One ar r i v e s at a p r i n c i p l e ; the f a c t s contradict i t ; 
one concludes that there i s something wrong, not with 
one's p r i n c i p l e , but with the f a c t s . And what i s 
wrong with them? They contradict one's p r i n c i p l e . " ^ ^ 

He goes on to discuss the question i n terms of human reaction, 

"An eye gouged from a socket i n a f i l m i s not a r e a l 
eye gouged from a r e a l socket. But i t can be so very 
l i k e the r e a l thing as to produce what i n most r e s 
pects i s the same emotion. 
This simple and obvious f a c t about human reaction 
i s l i t e r a l l y a l l we need i n order to provide a 
solution to our problem."^O 

17 H.O. Mounce, "Art and Real L i f e " , Philosophy ( A p r i l 1980, 
Vol. 55, No. 212). 

18 C. Radford and H. Weston, "How can we be moved by the f a t e 
of Anna Karenina?", Proceedings of the A r i s t o t e l i a n Society 
Supplement (Vol. 49, 1975), pp. 67-93. 

19 H.O. Mounce, op. c i t . (1980), p. 187. 

20 i b i d . , p. 189. 
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The point then about emotional response to f i c t i o n a l s i t u 

ations i n drama i s that they can be r e a l although not exactly 

equivalent to the response had the s i t u a t i o n been r e a l . This 

accords with the discussion of enotion so f a r because the f a c t 

that the s i t u a t i o n i s unreal remains part of our consciousness, 

part of our apprehension and i s a constituent factor i n deter

mining the emotion. ( I n f a c t i t w i l l be argued l a t e r that t h i s 

i s a key elonent i n the educational potential of drama). I t may 

be useful to employ terminology used by E l l i o t t that the emotion 

i s present i n the p a r t i c i p a n t s i n the drama but not predicable 

of them.'^l The f e e l i n g of anger i n the drama i s r e a l but i t 

would be misleading to a c t u a l l y say the participant i s angry. 

The f a c t that i n drama we are t a l k i n g about emotion i n a 

make-believe context adds an i n t e r e s t i n g dimension to the general 

discussion of emotion. For example, Ryle's d i s t i n c t i o n between 

occurrent and d i s p o s i t i o n a l emotional mrds cannot be applied to 

drama without some q u a l i f i c a t i o n s . According to Ryle, i f we say 

that a man i s jealous we may simply be s t a t i n g that he has a 

propensity for jealousy, not that he i s n e c e s s a r i l y sustaining 

feelings of jealousy at the present time. I n a drama i t may be 

necessary for a character to assume the r o l e of a jealous i n d i v 

idual but the jealousy i d l l not manifest i t s e l f i n action u n t i l 

21 R.K. E l l i o t t , "Aesthetic Theory and the Experience of Art", 
Proceedings of the A r i s t o t e l i a n Society (Vol. LXVII, l % 6 - 6 7 ) , 
reprinted i n H. Osborne (ed.). Aesthetics (Oxford U n i v e r s i t y 
Press, 1972), p. 1A7. He quotes P l a t o i n the L y s i s 271C-
218B. 
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l a t e r i n the drama. I n t h i s case the make-believe context makes 

Ryle's notion of disposition l e s s e a s i l y applicable, for i n t h i s 

sense to say the man i s jealous i s simply to indi c a t e how he 

might behave given c e r t a i n circumstances i n the future. I n the 

drama i t i s necessary for the individual to sustain himself i n 

some way as a jealous person i n the course of the drama. He w i l l 

sustain an image of himself and c u l t i v a t e a p a r t i c u l a r a t t i t u d e 

of mind of one who i s jealous; he w i l l begin to formulate the 

ro l e p r i o r to any p a r t i c u l a r action which betrays h i s jealousy. 

This seems to be an aspect of what Bolton means i n h i s 

discussion of emotion i n drama when he makes reference to the 

notion of disposition for i t i s f a i r l y c l e a r that he i s not using 

disposition i n Ryle's sense. He says, 

"Dispositions give d i r e c t i o n to behaviour .«• a 
participant may be dependent on finding the appro
pr i a t e disposition ..."22 

indicating that d isposition i s taken to r e f e r to a s t a t e of some 

kind rather than j u s t a law-like proposition which pr e d i c t s 

future behaviour. 

The character who i s to play the r o l e of a jealous man whose 

jealousy w i l l erupt l a t e r i n the drama may w e l l , i f he i s to 

develop the r o l e i n some depth, see himself as jealous, s u s t a i n 

a mental attitude of suspicion towards others. He w i l l search 

for the disposition of a jealous man not i n a Rylean sense but 

22 G. Bolton, Emotion (Mimeo, University of Durham, 1981), p. 6. 
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more i n the sense of a f e e l i n g which colours the way he sees 

himself and others i n the drama. This i s what Bolton c a l l s a 

descriptive attitude when he sayst 

"... a c h i l d role-playing a craftsman evokes a 
quality of respect for h i s materials or r o l e -
playing an indian chief evokes a qu a l i t y of 
seriousness and dignity, role-playing a gang-
member, a qualit y of toughness, role-playing a 
jealous husband, a qu a l i t y of suspicion."23 

The purpose of t h i s p a r t i c u l a r section i s to use philoso

phical discussion of emotion to illuminate questions r e l a t e d to 

^notion i n drama but here perhaps there i s an i n t e r e s t i n g case 

of an examination of emotional q u a l i t i e s i n a f i c t i t i o u s context 

influencing philosophical discussion of emotion. I t would be 

too much of a diversion to extend t h i s point i n any d e t a i l , but 

r e f l e c t i o n on the f i c t i t i o u s context may suggest that Ryle's 

analysis purges the language we use to t a l k about emotions too 

much of feelings. The jealous man i n drama consciously sustains 

feelings of jealousy - i n r e a l i t y the jealous man may have 

feelings he i s not aware are feelings of jealousy. Obviously 

i t i s important to recognise the di s p o s i t i o n a l use of emotion 

words but i t i s important to recognise too that the vain man and 

the jealous man may have more actual feelings (not twinges and 

twitches but feelings nevertheless) than Ryle would admit, 

feelings, that i s , that they may not recognise and have to lea r n 

to recognise. 

23 G. Bolton, op. c i t . , (1981), p. 7. 



- 262 -

The above discussion c a l l s for a c l o s e r discussion of the 

concept of f e e l i n g but before doing so i t w i l l be important to 

look at the concept of expression. 

( i i i ) Expression 

The concept of expression has importance both i n aesthe t i c 

theory and i n theories of a r t education and before looking at 

expression as i t applies to drama, i t w i l l be use f u l to give 

some consideration to i t s use i n these f i e l d s . 

Expression theories i n aesthetics have taken d i f f e r e n t forms 

and can be seen as d i f f e r e n t ways of explaining the way f e e l i n g 

r e l a t e s to a r t . An a r t i s t i c process can be said to include the 

a r t i s t , the a r t object and the percipient and d i f f e r e n t forms of 

the expression theory have given di f f e r e n t accounts of where the 

fee l i n g which attaches to a r t can be said to belong. Osborne has 

placed such theories i n t h e i r h i s t o r i c a l context; they emerged 

from the romantic movement which embodied a number of at t i t u d e s : 

"... the elevation of the a r t i s t ; the exaltation of 
o r i g i n a l i t y ; the new value set on experience as such 
with a sp e c i a l enqphasis on the a f f e c t i v e and emotional 
aspects of experience; and the new importance attached 
to f i c t i o n and invention."24 

The a r t i s t i s not so much seen as inspired by the gods but i s i n 

the more extreme forms elevated himself to something l i k e that 

status. The importance of the experience of the i n d i v i d u a l a r t i s t 

i n the act of creation i s translated into s e l f - e g r e s s i o n theory 

of a r t . 

24 H. Osborne, Aesthetics and Art Theory (Longmans, 1968), p. 132 



- 263 -

This form of expression theory concentrates attention on 

what i s going on i n the process of creation: the a r t i s t i s s a i d 

to be expressing an inner f e e l i n g i n the work of a r t . There i s 

also the idea that i n expressing h i s feelings which are confused 

and chaotic the a r t i s t c l a r i f i e s them. Collingwood explains the 

process as follows, 

"The a r t i s t proper i s a person who, grappling with 
the problem of expressing a c e r t a i n emotion, says, 
• I want to get t h i s clear'."25 

This version of the expression theory concentrates attention on 

the feelings of the a r t i s t and i s d i s t i n c t from any question of 

attempting to arouse emotion i n the percipient. I n f a c t , inten-* 

tion to do so was to be avoided - the a r t i s t i s concerned with 

expressing h i s own emotion not primarily with communication of 

that enotion. 

The arguments against the self-expression view of emotion 

i n a r t have been u s e f u l l y summarised by Hospers.^^ F i r s t of a l l 

an examination of the actual c r e a t i v e process r a i s e s c e r t a i n 

problems. What we know of a r t i s t s suggests that i t i s by no 

means c l e a r that the cre a t i v e process follows the pattern suggested 

25 R.G. Collingwood, "Expression i n Art", from The P r i n c i p l e s 
of Art (Clarendon, 1938), reprinted i n M. Weitz, ProblCTS 
i n Aesthetics (Macmillan, N.Y., 1959), p. 190. 

26 J . Hospers, "The Concept of A r t i s t i c Expression", i n Proc
eedings of the A r i s t o t e l i a n Society (Vol. 55, 1954-55),pp. 
313-44, rqprinted i n J . Hospers ( e d . ) . Introductory Readings 
i n Aesthetics (Free Press, H.Y., 1969). 
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by t h i s theory. Many records l e f t by a r t i s t s contradict the 

romantic notion of " s o l i t a r y geniuses engaged i n mysterious acts 

of self-eaqpression".^^ I t has been recognised that great a r t has 

been produced by people who would not t e s t i f y to being caught i n 

the throes of creation, 

"... the motivation, the ends and aims, as w e l l as 
the inner springs of a r t i s t i c a c t i v i t y are, I am 
sure, a very mixed l o t ; and to assume that the a r t 
i s t qua a r t i s t i s always expressing seems j u s t as 
one-sided as the e a r l i e r assumption that he i s 
always imitating nature or human action."28 

I f t h i s form of the expression theory i s used as a c r i t e r i o n 

for evaluating a r t , there i s a further problem to be faced. Many 

people who have experienced various emotional turmoils i n creation 

have not, i n f a c t , produced anything that one would want to c a l l 

good a r t . Of course, a l l sorts of questions to do with the 

c r i t e r i a for determining what i s to constitute good a r t are 

raised here but accounts of a r t which developed a f t e r the more 

extrene version of self-e3q)ression theories s t r e s s formal c r i t 

e r i a which belong to the work of a r t i t s e l f . Some of these 

theories, i t i s now recognised, went too f a r i n s t r e s s i n g formal 

elements i n a r t but i t i s f a i r to say that c r i t i c a l appreciation 

of a work of a r t tends to concentrate more on the work of a r t 

i t s e l f ; i t hardly matters for our appreciation what the a r t i s t 

f e l t . I n the chapter on meaning the i n t u i t i o n a l f a l l a c y was 

discussed, and the self-expression theory can be viewed as an 

27 J . Hospers, op. c i t . (1969), p. 146. 
28 i b i d . , p. 146, 
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extreme case of t h i s f a l l a c y i n which the f e e l i n g of the a r t i s t 

i s of supreme importance. Yet another objection to the theory 

i s the implication that the a r t i s t embodies i n the work of a r t 

only those emotions which he himself experienced and c r i t i c s 

have pointed out that t h i s goes i n the face of what we know about 

a r t i s t s and works of a r t . 

I t i s important here by way of balance to say that c r i t i c s 

of the esqpression theory did not deny that the a r t i s t i s drawing 

on h i s emotional l i f e , h i s inner l i f e of feelings and knowledge 

of human feeling but the process i s a more subtle one than the 

naive version of self-e3q>ression. I n f a c t , the more extreme 

formal theories of a r t could be said to neglect the ingredient 

of human expression i n a r t and were c r i t i c i s e d on these grounds.^^ 

Two other versions of the expression theory make reference 

to the percipient. The communication view of e3q)ression suggests 

that the a r t i s t expresses h i s own emotion and does so i n such a 

way as to evoke a l i k e emotional attitude i n the per c i p i e n t . 

"Communication theories of a r t must be c l a s s i f i e d i n 
general as instrumental theories i n that they assume 
the central function of a r t i s to a s s i s t a c e r t a i n 
sort of communication among men, and as t h e i r stan
dard for appraising p a r t i c u l a r works of a r t they 
apply the yardstick of t h e i r effectiveness i n comm
unicating emotion or experience."30 

I t w i l l be clear that t h i s version of the theory can be subjected 

to the same s o r t s of objections which were l e v e l l e d against s e l f -

29 J . Hospers (ed.), op. c i t . (1969), p, 87ff - a r t i c l e s by B e l l , 
Fry and Reid i n a section, "Art as Form". 

30 H. Osborne, op. c i t . (1968), p. 167. 
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expression with the further problem that we are u n l i k e l y to know 

for sure "that the f e e l i n g i n the mind of the a r t i s t was anything 

l i k e the feeling aroused i n the l i s t e n e r or observer(?)"31 

The evocation view sees a r t as expressive i n as much as a 

pa r t i c u l a r emoticm i s evoked i n the percipient. This version of 

the theory can be said to be l e s s extreme than the other two 

described and i s thus not subject to the same c r i t i c i s m . I t s 

status as a theory perhaps can be said to depend p a r t l y on how 

the emotion i n the percipient i s actu a l l y described and how f a r 

i t does j u s t i c e to a consideration of the e f f e c t on emotion of 

the formal elements of the a r t object. 

More recent aesthetic theories can s t i l l be seen as a version 

of the e3q)ression theory but they concentrate attention on the 

art object. The trend of thinking i n aesthetics gave a d i f f e r e n t 

enqphasis to both the act of creation ( r e j e c t i n g the ronantic view 

of expression of emotion) and the response to a r t (which i s not 

represented by ordinary emotional response). Modern versions of 

expression theory w i l l be discussed l a t e r but as i t i s the s e l f -

expression and communication theories of expression which have 

influenced a r t i n education, i t w i l l be use f u l to consider 

approaches to a r t education before returning to further consider

ation of these aesthetic theories. 

The version which has had the strongest influence i s the 

self-expression theory. Osborne has commented, 

31 J . Hospers (ed.), op. c i t . (1969), p. 169. 
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"This idea of a r t as generalised self-expression 
dominates modern c r i t i c i s m and educational p r a c t i c e , 
i n which the c h i l d i s encouraged to 'express him
s e l f * rather than to learn and follow r u l e s of 
c o r r e c t n e s s 3 2 

But the communication theory has also had an influence. The 

following i s from a section on verse speaking i n Thurburn*s Voice 

and Speech: 

"The emotional response l i e s i n the recapture of 
the emotion that i n s p i r e d the poem and i s immensely 
heightened i f the reader i s experiencing i n h i s own 
person feelings somewhat sim i l a r to those of the 
poet ."33 

More recently, the Schools Council pr o j e c t , "Arts and the 

Adolescent" 9 suggests that the prime concern of the a r t s c u r r i c 

ulum should be with "the emotional development of the c h i l d 

through creative s e l f - e x p r e s s i o n " , ^ The project recognises that 

t h i s view of the educational function of the a r t s i s not i n i t s e l f 

new but suggests that concepts l i k e self-expression and personal 

development have not been w e l l understood and have not provided 

the a r t s curriculum with an organising p r i n c i p l e . I n order to do 

so the report draws on a theory developed by Witkin i n h i s 

I n t e l l i g e n c e of Feeling. 

32 H, Osborne, op. c i t , (1968), p. 162. 

33 G, Thurburn, Voice and Speech (Nisbet, 1939), p. 86, 

34 M, Ross, "Arts and the Adolescent", Schools Council Working 
Paper 5A (Methuen, 1975), p. 56, 

35 R. Witkin, The I n t e l l i g e n c e of Feeling (Heinemann, 1974), 
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In t h i s book the author attempts to produce a conceptual 

framework for a r t s teachers which w i l l solve some of the problems 

associated with the teaching of the c r e a t i v e a r t s . One of the 

problems which Witkin uncovers from interviews laith teachers i s 

that, although they regard self-eaqpression as fundamental i n a r t s 

teaching, they have d i f f i c u l t i e s i n making a d i s t i n c t i o n theoret

i c a l l y between legitimate and i l l e g i t i m a t e forms of e3q>ression. 

Witkin's solution i s to advance a theory which makes a d i s t i n c t i o n 

between subjective-reactive behaviour which i s the mere discharge 

of an emotion and subjective-reflexive behaviour which i s the 

foundation of the i n t e l l i g e n c e of feeling; 

"The kicking i n of a window i n response to an angry 
impulse i s i n my terms an example of * subject-
reactive' behaviour. The individual extends the 
sensate impulse, the disturbance within him, i n 
behaviour i n a medium* The inqpulse i s released and 
burned up i n the behaviour but the behaviour does 
not reciprocate i t . The behaviour i s not a means of 
r e c a l l i n g the disturbance and thereby of a s s i m i l a t i n g 
i t into Being. I n subject-reactive behaviour a d i s 
turbance i s discharged without being assimilated i n t o 
Being. When the individual paints a p i c t u r e or 
ccmposes a piece of music, however, h i s use of the 
expressive medium reciprocates h i s impulse i n the 
sense of being that which r e c a l l s i t . Such behaviour, 
i f i t does reciprocate i n t h i s way, i s 'subject-
r e f l e x i v e ' ."36 

Witkin has moved away from the simple notion of a discharge 

of emotion which has tended to dominate thinking i n a r t s education 

but i s c l e a r that h i s theory from an aesthetic point of view 

follows a self-expression approach to emotion i n a r t . Bolton, 

i n discussing the application of Witkin's theory to drama has made 

36 R. Witkin, op. c i t . (1974), p. 33. 
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some very t e l l i n g c r i t i c i s m s i emotion i s seen merely as the 

passive partner of a stimulus-response r e l a t i o n s h i p ; the d i s t i n c 

tion between r e f l e x i v e behaviour and reaction seems on cl o s e 

analysis to be more one of degree than kind; the examples of 

drama lessons a r i s e simply from an observation of bad teaching; 

the theory does not take into account the in^ortant aspect that 

participants become emotionally engaged in the theme during the 

dramatic process,"^^ Perhaps the most t e l l i n g c r i t i c i s m i s 

l e v e l l e d against Witkin* s solution for a r t s education which must 

surely be a disappointment for teachers. Despite the Piagetian 

framework which presents the theory i n terms of s i m i l a r i t i e s of 

structure i n emotion (which, although o r i g i n a l ^ might be seen as 

an oversimplified account of the r i c h complexities of our emot

ional l i v e s ) , the formula Witkin suggests i s a f a m i l i a r one to 

teachers and "smacks of the w e l l - t r i e d s t y l e of lesson planning 

where the teacher puts on a record i n v i t i n g the c l a s s to write an 

essay or paint a picture ,,,"^^ I propose to concentrate on 

Witkin's account of emotion which i s open to the same philoso

phical c r i t i c i s m that can be directed a t aesthetic theories of 

self-esqpression. 

I t i s c l e a r that Witkin i s enq>loying a causal notion of 

emotion when he says: 

"Whatever sensations, feelings or emotions that I 
experience, from the most basic to the most elaborate, 

37 G. Bolton, op. c i t . (1981). 

38 i b i d . , p. 14. 
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they c o n s i s t of disturbance within me which provides 
the energy, the motivation to behave i n respect of 
physical or symbolic objects. I act i n the world 
because my being i s disturbed i n the world."39 

I n l i m i t i n g h i s view of the way emotion words operate i n our lang

uage Witkin i s here subject to the philosophical c r i t i c i s m s 

advanced e a r l i e r i n t h i s chapter. Ryle has pointed out that when 

we ask, "why did someone act i n a c e r t a i n way?", the question 

might be an enquiry into the cause of h i s acting or be an inquiry 

into the character of the agent. Explanations by motives, he 

suggests, belong more to the second type. I f we construe p a r t i c 

u l a r feelings or impulses as motives, "no one could ever know or 

even, usually, reasonably conjecture that the cause of someone 

else's overt action was the occurrence i n him of a f e e l i n g " . 

Midgley says that when we t a l k of an animal being moved now by 

fear, now by c u r i o s i t y , now by t e r r i t o r i a l anger, "These are not 

names of hypothetical inner s t a t e s , but of major patterns i n 

anyone's l i f e , the signs of which are regular and v i s i b l e " . 

The problem for the teacher according to Witkin i s how he 

can become part of the expressive act of the c h i l d . His own 

observation of teachers leads him to conclude, 

"The a r t s teacher r a r e l y involves himself i n the 
process of developing or evoking the sensate d i s 
turbance within the pupil which i s to be the o r i g i n 
of the pupil's self-expression."42 

39 R. Witkin, op. c i t . (1974), p. 5. 

AO G. Ryle, op. c i t . (1949), p. 87. 

41 M. Midgley, op. c i t . (1979), p. 106. 
42 R. Witkin, op. c i t . (1974), p. 36. 
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Witkin's solution to t h i s problem i s i n e v i t a b l y blinkered by h i s 

own l i n e a r , cause-effect model of emotional disturbance followed 

by expression. The only solution a v a i l a b l e , given t h i s erroneous 

presentation of the problem, i s for the teacher to set a 'sensate 

problem', the teacher w i l l touch the inner trigger and stimulate 

creative a c t i v i t y that way. The theory does not recognise that 

feeling w i l l develop from an engagement with a p a r t i c u l a r context, 

whether i t be a drama or the writing of a poem. 

The l i n k s between Witkin's theory and aesthetic theories of 

art which r e l y on self-expression centre on t h i s view of emotion. 

Bouwsma, i n h i s discussion of expression theories of a r t , says 

that the language of emotion i s dominantly the language of water. 

"Emotions are stored up, blocked. Emoticms accum
ulate. And what happens now? Well, one of two 
things may happen. Emotions may quite suddenly 
leap up l i k e spray, and find a way out, or again 
a poet may dip into the pool with h i s word dipper, 
and then dip them out. I t ' s as though the emotions 
come over the dam i n l i t t l e boats (the poems) and 
the l i t t l e boats may be used over and over again to 
carry over new surges. And t h i s too may be described 
i n t h i s way: The poet 'esqpresses' h i s enotion."^3 

I m p l i c i t i n t h i s a r t i c l e i s the recognition that f o r a long 

time aesthetics has^in contrast to the ' l i q u i d ' view,concentrated 

attention on the a r t object i n trying to determine the r e l a t i o n s h i p 

of f e e l i n g to a r t . As suggested e a r l i e r , t h i s approach can be seen 

as another version of expression theory but now i t becomes a prob

lem of describing how emotion can be said to be i n works of a r t . 

43 O.K. Bouwsma, "The Expression Theory of Art", i n W. Elton 
( e d . ) . Aesthetics and Language ( B a s i l Blackwell, 1959), p. 89 
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Thus Langer's theory of aesthetics can be seen as an attempt to 

answer t h i s question. A r t i c l e s by Bouwsma, Hepburn, Morris-Jones 

and Osborne and more recently, Nolt, have a l l been directed to 

t h i s question 

One of the c r i t i c i s m s of self-expression theory i d e n t i f i e d 

above questioned the ixnportance of the a r t i s t i s f e e l i n g s at the 

time of creation: 

"The hapless a r t i s t seems to have suffered the worst 
from t h i s muddle. He i s sometimes alleged to be 
having some emotion or other (other than that of 
being thoroughly interested i n h i s job) ^dienever he 
i s doing h i s work; or at l e a s t to be i n some unexp
lained way reviving or r e c a l l i n g some emotion that 
he has previously had • • • Which p a r t i c u l a r emotions 
these are, i s usually l e f t tanspecified; presumably 
because we should only have to mention such emotions 
as boredom, jealousy, r e s t l e s s n e s s , i r r i t a t i o n , and 
h i l a r i t y i n order to make the whole story sound as 
ridiculous as i t is."45 

Perhaps Ryle's choice of examples here can be described as being 

a l i t t l e extreme but h i s point can be made more f o r c i b l y by saying 

that the feeling of the a r t i s t i n the process of creation may be 

as much directed towards h i s c r a f t , towards a conscious manipul

ation of the formal elements of h i s a r t . 

The problem for a r t educators, however, i s that the sort of 

account which places l e s s en^hasis on the f e e l i n g of the creator 

44 A r t i c l e s by Hepbuxm, Morris-Jones and Osborne from The B r i t i s h 
Journal of Aesthetics, reprinted i n , H. Osborne ( e d . ) . Aesthe
t i c s i n the Modern World (Thames and Hudson, 1958). J . Nolt, 
"Expression and Emotion", i n The B r i t i s h Journal of Aesthetics 
(Vol. 21, No. 2, Spring 1981). 

45 G. Ryle, "FeelingS", i n W. Elton ( e d . ) , op. c i t . (1959), p. 72 
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w i l l not do i f a r t education i s to be seen as an education of 

fe e l i n g . The Schools Council report on a r t s s t a t e s that a r t 

education should not become predominantly another form of problem-

solving a c t i v i t y i n the cognitive f i e l d , nor does i t s future l i e 

i n helping children come to terms with t h e i r c u l t u r a l heritage, 

"The relevance of the a r t i n education i s to the 
world of f e e l i n g ,.. and .., nothing els e w i l l 
serve.'*^6 

On t h i s basis the emotions and feelings of the c h i l d r e n during 

the creative process are thought to be inqportant so that i n order 

to e3q[>lain the emotional experience i n creation i t i s necessary 

to draw on outmoded e9q;>ression theories. 

I f the discussion now returns to drama, the problen can be 

summarised as follows. Much drama i n school involves the pupils 

i n creative dramatic a c t i v i t y . For teachers and w r i t e r s on drama» 

the nature of the emotional content of the dramatic experience i s 

in^ortant. Modern aesthetics tends to concentrate on the f e e l i n g 

which beloigs to the form, the product, so that i n order to give 

a theoretical basis for the aesthetic experience of the p a r t i c 

ipants i t i s necessary to draw on self-expression theories of 

aesthetics which can be e a s i l y c r i t i c i s e d on aesthetic grounds. 

One answer to the problem i s to say that i t j u s t does not matter: 

drama i n education, i t may be argued, i s concerned with education 

and whether i t s a t i s f i e s c r i t e r i a of a r t or aesthetic experience 

i s l e s s important. But t h i s l i n e of argument w i l l not s a t i s f y 

46 M. Ross, op. c i t . (1975), p. 52. 
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those people who are concerned with the status of drama as a r t 

education. Some reservations about the way drama has developed 

have been p r e c i s e l y that the a r t i s being neglected i n pursuit 

of learning objectives. 

One alternative i s to see aesthetic educati<m s o l e l y as an 

education of the a b i l i t y to appreciate works of a r t . ^ ^ Apprec

i a t i o n must be seen as an important part of a r t s education but 

to relinquish creative a c t i v i t y merely on the grounds that a 

sati s f a c t o r y account of the emotional content cannot be found 

seems a l i t t l e d r a s t i c . I t might be argued that a t h e o r e t i c a l 

basis i s not necessary but the work of Ross and Witkin does 

i l l u s t r a t e that t h e o r e t i c a l problems associated with f e e l i n g and 

emotion emerge as probleas i n the praxis of teachers. 

I n t h i s section a p a r t i a l solution to t h i s problem w i l l be 

suggested which w i l l be developed i n the r e s t of t h i s chapter i n 

sections on symbolism and f e e l i n g . I t may be remembered that i n 

the discussion of expression theories i n ae s t h e t i c s , the evocation 

version was only given b r i e f attention. This was the theory which 

made reference to the emotional response of the perc i p i e n t . I t 

i s t h i s aspect of the theory which now needs closer attention. 

I n an a r t i c l e e n t i t l e d "Aesthetic Theory and the Experience 

of Art", E l l i o t t has suggested that exaggerated versions of 

expression theory (described e a r l i e r i n t h i s section) has obscured 

the insight that some works of a r t are capable of being e^qperienced 

47 A l i n e being developed by David Hargreaves. Work not yet 
published. 
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as i f they were human expression. 

"The expression t h e o r i s t s recognised that a poem can 
be perceived not as an object bearing an impersonal 
meaning but as i f i t were the speech or thought of 
another person and that i t i s possible for us to make 
t h i s esqpression our own."48 

E l l i o t t i s here casting doubt on the adequacy of aesthet i c theories 

which are exclusively o b j e c t i v i s t . 

This approach to aesthetics by E l l i o t t was discussed i n the 

section on meaning i n the context of an a r t i c l e which stressed the 

importance of the imagination of the percipient i n response to a r t . 

The interesting aspect of the present a r t i c l e under discussion i s 

that i t r e l a t e s t h i s approach to the whole notion of expression. 

With detailed accounts of aesthetic experience drawn from d i f f e r e n t 

a r t forms he develops h i s argument which s t r e s s e s the c r e a t i v e 

contribution made by the subject i n the experience of a r t . To 

experience a poem, for example, 'from within' i s to experience i t 

not so much as an object but from, i n imagination, the poet's 

situation, from the place of the esqpressing subject. 

"When experiencing a poem from within we do not f i x 
our attention upon i t but l i v e i t according to a c e r 
t a i n imaginative mode. This i s not s u f f i c i e n t from 
the aesthetic point of view, but i t i s not i n any way 
ae s t h e t i c a l l y inqproper."49 

48 R.K. E l l i o t t , "Aesthetic Theory and the Experience of Art", 
i n Proceedings of the Aristotelean Society (Vol. LXVII, 
1966-67), reprinted i n , H. Osborne (e d . ) . Aesthetics (Oxford 
University Press, 1972), p. 146. 

49 i b i d . , p. 149. 
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The sort of subjective engagement which E l l i o t t describes 

may be with the s i t u a t i o n or perspective of the poet or i t may be 

with the work i t s e l f . The percipient may be transformed into a 

mode of perception which seems to see the r e a l i t y of what i s 

presented: 

"A picture l i k e Rouault's F l i g h t Into Egypt would be 
quite i n s i g n i f i c a n t i f i t did not have the power 
suddenly to make i t seem that we are ac t u a l l y there, 
i n an unbounded landscape, with the sky extending 
over us i n a c h i l l dawn. Our point of view s h i f t s 
spontaneously from a point outside the world of the 
work to a point within i t , " 5 0 

The process E l l i o t t describes i n aesthetic response to a r t i s 

the sort of experience which belongs to drama. I n the l a t t e r , of 

course, the situation i s more concrete, more accessible and i n 

that sense more r e a l because i t i s based on the r e a l p a r t i c i p a t i o n 

of the individual. I t does not make the same demands on the 

participants because the act of i d e n t i f i c a t i o n i s synonymous with 

the act of creation and i s a necessary part of i t , but the process 

i s similar enough to be u s e f u l l y applied to emotional experience 

i n drama. 

I n drama the pupils are engaged i n cre a t i v e a c t i v i t y but i t 

i s more accurate from the point of view of explaining the a e s t h e t i c 

experience qua emotional content to see the p a r t i c i p a n t s i n drama 

as percipients. I t w i l l be argued i n the following sections that 

there are a number of factors which make t h i s view seem de s i r a b l e . 

50 R.K. E l l i o t t , op. c i t . (1972), p. 154. 
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( i v ) Symbolism 

The topic of symbolism i s wide and t h i s section cannot hope 

to tre a t the area i n very great depth. The main purpose w i l l be 

to b r i e f l y c l a r i f y some iss u e s which w i l l develop the arguments 

of the previous section and w i l l make the discussion of f e e l i n g 

i n drama more d i r e c t and l u c i d . With these aims i n mind, t h i s 

section w i l l s t r e s s the importance of i d e n t i f y i n g the difference 

between the use of symbolism i n an a r t form and the a r t object as 

symbol. I t w i l l go on to give an account of how symbols i n drama 

can accrue meaning and depth of f e e l i n g for the p a r t i c i p a n t s . I n 

t h i s respect the account of symbolism w i l l follow discussions of 

the topic by Bolton and Allen but here i t w i l l be argued that the 

participants should be viewed as percipients, 

Langer's aesthetic theory (which influenced the discussion 

of symbolism i n Learning Through Drama) i s based on her account of 

symbolism given i n Philosophy i n a New Key, so i t w i l l be useful 

to give some attention to her notion of a r t as symbol and to 

consider c r i t i c i s m s which have been made of that idea. Langer 

distinguishes between d i s c u r s i v e and presentational symbolism. 

Discursive symbolism r e f e r s to a p a r t i c u l a r feature of language 

which i s that, 

" A l l language has a form which requires us to s t r i n g 
out cur ideas even though t h e i r objects r e s t one 
within the other: as pieces of clothing that are 
a c t u a l l y worn one over the other have to be strung 
side by side on the clothesline."51 

51 S, Langer, Philosophy i n a New Key (Harvard U n i v e r s i t y P r e s s . 
1942), p, a i : 
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She asserts that there are matters which require to be conceived 

through some symbolistic schema other than d i s c u r s i v e language. 

In order to demonstrate the p o s s i b i l i t y of non-discursive symbolism 

she considers the basic process involved i n perceptioni "Our 
52 

merest sense-experience i s a process of formulation". By t h i s 

she means that unless the sensory organs s e l e c t predominant forms 

from the mass of sensory e3q>erience we would not be able to per

ceive things as objects of sense. The meaning of presentational 

symbolism i s understood only through the meaning of the whole. 

The importance of presentational symbolism i s summarised by 

Rader: i t can express, 
"the whole subjective side of existence that discourse 
i s incapable of expressing - our moods, emotions, des
i r e s , the sense of movement, growth, f e l t tensions and 
resolutions, even sensations and thoughts i n t h e i r 
c h a r a c t e r i s t i c passage. I t does t h i s not by a gushing 
forth of emotion but by an a r t i c u l a t i n g of the ' l o g i c a l 
forms' of subjectivity."53 

This d i s t i n c t i o n then i s the b a s i s of Langer's aesth e t i c theory 

which i s developed i n d e t a i l over several volmes. 

Langer's Philosophy i n a New Key was published i n 1942 and i t 

i s c l e a r that she i s reacting to the dominance of p o s i t i v i s t i c 

thinking at the time, "Every discursion beyond prepositional thought 

has dispensed with thought altogether ..."^^ At the s t a r t of her 

52 S. Langer, op. c i t . (1942), p. 89. 

53 M. Rader ( e d . ) , A Modern Book of Aesthetics (Holt, Rinehart 
and Winston, U.S.A., 1935, revised fourth e d i t i o n , 1973), p. 
282. American s p e l l i n g , " F s t h e t i c s " . 

54 S. Langer, op. c i t . (1942), p. 92. 
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chapter four she acknowledges the influence of Wittgenstein's 

Tractatus. Discursive symbolism i s language i n i t s normal use 

anploying words and r u l e s of grammar - the meaning can be para

phrased and i t r e f e r s to the neutral world of thought l e a s t tinged 

by subjective f e e l i n g . Langer sees (with the early Wittgenstein) 

a basic l o g i c a l analogy between word structures and t h e i r 

meanings - an isomorphic (one to one) relationship between the 

basic elements of propositions and that which they represent or 

picture. 

This isomorphic feature of language (which, of course, was 

rejected by the l a t e r Wittgenstein) i s echoed i n the account 

Langer gives of the way a r t p a r a l l e l s the l i f e of f e e l i n g . 

Although writers have not tended to draw attention to the s i m i l 

a r i t i e s between her view of a r t and the Tractatus view of lang

uage, they have not been slow to c r i t i c i s e her theory, 

Reid has been a very constructive c r i t i c of her views because 

he has i d o i t i f i e d and preserved the inqportant i n s i g h t s her theory 

offers and the points of agreement with h i s own. His basic 

c r i t i c i s m , however, i s that the l i f e of f e e l i n g takes place i n a 

context - feelings are 'feelings o f and the character of any 

f e e l i n g i s concrete and p a r t i c u l a r . This leads him to ask, 

"... how can the • fonrt* of one kind of concrete f e e l i n g 
or complex of fee l i n g s , the feelings of ' l i f e ' be 
projected into another form, the form of art? The 
feelings (and the 'forms' of f e e l i n g ) of l i f e outside 
ar t and the feelings (and the 'forms' of f e e l i n g ) i n 
side a r t are, concretely, different."55 

55 L. Reid, Meaning i n the Arts (Allen and Unwin, 1969), p. 61. 
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Osborne s i m i l a r l y has expressed doubts that the form of a work 

of a r t can be isanorphic with a p a r t i c u l a r f e e l i n g i 

" I am myself profoundly s c e p t i c a l of the notion that 
a tonal or a v i s u a l structure can be isomorphic with 
the pattern of an a f f e c t i v e s t a t e . Besides s p e c i f i c 
emotions (fury over the l o s s of a penny) we know i n 
introspection unattached, 'objectless' feelings or 
moods which while they l a s t colour the whole content 
of conscious experience l i k e a f l o a t i n g charge on 
the furniture of the mind. Moods of sadness or joy, 
elation, depression, serenity, r e s t l e s s n e s s (Locke's 
'uneasiness'), apathy, v i v a c i t y , i r r i t a b i l i t y and so 
on are not directed upon any p a r t i c u l a r stimulus i n 
awareness or t i e d up with any impulse to p a r t i c u l a r 
action. Their causes are often obscure."56 

The importance of these reservations i s that they have r e l 

evance to the notion of a r t as symbol. Reid extends h i s c r i t i c i s m 

to t h i s aspect of Langer's theory: 

"The meaning of the perceptua of a r t i s c e r t a i n l y 
not separate from them and, i n aesthetic e ^ e r i e n c e , 
not even distinguishable. I t i s t h i s which makes the 
use of the word 'symbol' very questionable as applied 
to art."57 

Reid's concern i s that 'symbol' has a use which i s established and 

not readily applicable to aesthetics. What a symbol normally 

means i s conceptually distinguishable from the symbol i t s e l f . I t 

i s for t h i s reason Reid prefers the term 'embodiment' to 'expres

sion' for the l a t t e r suggests the ' l i q u i d ' view of enotion 

described e a r l i e r . 

The notion of symbolism i s often used with reference to drama. 

The concept i s central to the Schools Council report i n which the 

56 H. Osborne, "The Quality of Feeling i n Art", B r i t i s h Journal 
of Aesthetics (3, 1, January 1963), p. 45. ~ 

57 L. Reid, op. c i t . (1969), p. 71. 
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drama i s c a l l e d a "symbolic s i t u a t i o n " and the p u p i l s are s a i d to 

be "representing problems of subjective understanding i n symbolic 

form".58 This use of symbolism, r e f e r r i n g to the representative 

nature of drama, seems f a i r enough but the problems a r i s e i f the 

feeling cont«it of the drama i s explained by reference to the 

notion of drama as symbol. The value of drama, i t i s s a i d , i s 

that " i t gives children opportunities to esqplore, i n t e r p r e t , 

e3q>ress and communicate feelings and ideas by representing them 

i n a v a r i e t y of symbolic f o r m s " . T h i s quotation can be i n t e r 

preted i n two ways. There may be the implication that children 

have a store of feelings to which they are able to give expression 

i n the drama lesson i n contrast to the view which sees the process 

of engaging the ptqpils i n a dramatic s i t u a t i o n as a process which 

gives r i s e to new feelings which are embodied i n that p a r t i c u l a r 

context. "Our feeling-experience of i t i s new and i n d i v i d u a l , 

concrete because i t i s feel i n g of that t o t a l s i t u a t i o n and no 

o t h e r " , T h i s i s not to deny that the drama emerges from l i f e -

experience, indeed much school drama i s highly r ^ r e s e n t a t i v e , but 

to say that the situation symbolises the feelings of r e a l l i f e i s 

to present a misleading account. I f the teacher i s pursuing ' r e a l * 

f e e l i n g or 'symbolised' f e e l i n g with reference to the equivalent 

r e a l situation then i t i s l i k e l y to influence the teaching approach 

i n various ways. 

58 L, McGregor et a l . . Learning Through Drama (Heinemann, 1977), 
p, 16. 

59 i b i d . , p. 206. 

60 L. Reid, op. c i t . (1969), p. 63. 
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I n the discussion of meaning i n the l a s t chapter the notion 

of 'drama as u n r e a l i t y ' was stressed. This was to challenge the 

tendency to make the drama equivalent to the r e a l s i t u a t i o n as 

far as possiblet t h i s approach influences the notion of emotional 

depth as well as the way learning objectives are characterised. 

The advantage of the drama, i t i s thought, i s that the pupils 

come as close as possible to experiencing whatever the represented 

situation i s . To put i t crudely: i f the c l a s s do a play about 

being locked i n a room then the learning area and the f e e l i n g 

content of the drama have to do exclusively with being locked i n 

a room. One could w e l l argue that they might as w e l l be locked i n 

a room. The example oversimplifies the i s s u e but very often t h i s 

concern with v e r i s i m i l i t u d e occupies the thoughts of the teacher. 

There are p a r a l l e l s here with naturalism i n a e s t h e t i c s , "the 

ambition to confront the observer with a convincing semblance of 

the actual appearances of things ..."^^ The evaluative c r i t e r i a 

here i s how f a r the a r t object corresponds with the r e a l i t y being 

depicted. The idea of creating a l i f e semblance runs through 

c l a s s i c a l a r t . Osborne describes some of the ideas associated 

with naturalism; 

" I t i s inherent to the outlook of naturalism that 
attention i s deflected from the work of a r t towards 
the subject represented. The work of a r t bectxnes 
as i t were transparent and we look through i t at 
that which i t represents. We do not see a b e a u t i f u l 
statue but a beautiful body s k i l f u l l y 'imitated' or 
the signs of emotional experience presented."62 

61 H. Osborne, op. c i t . (1968), p. 32. 
62 i b i d . , p. 37. 
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The feeling i n the drama arises from the engagement with the 

particular situation, treating i t as i f i t were real but with a 

consciousness that i t i s not real - t h i s w i l l be discussed i n the 

section on feeling but i t w i l l now be necessary to look at the 

use of symbolism within drama* 

In order to do so i t w i l l be useful to consider the use of 

symbolism i n Pinter's The Caretaker. Pinter's own comments about 

the play are interesting: 

" I do see this play as merely a particular human 
situation, concerning three particular people and 
not, incidentally ••• symbols,"63 

and, 

" I start o f f with people, who come onto a particular 
situation. I certainly don't write from any kind of 
abstract idea* And I wouldn't know a symbol i f I saw 
one."64 

How are these coiranents to be reconciled with what various c r i t i c s 
have said about symbolism i n the play and the knowledge our own 
reading reveals: shoes that w i l l not f i t , the statue of the 
Buddha, the papers i n Sidcup, a shed which has to be b u i l t - are 
these not symbols? And i s not the whole play to be seen as 
symbolic of the human condition - characters trying to establish 
a real identity i n the world? 

63 Interview with Tynan, quoted i n M. Esslin, The Theatre of the 
Absurd (Penguin, 1968), p. 280. 

6A H. Pinter, •'Writing for Myself", based on a conversation with 
Richard Findlater, reprinted i n Pinter Plays Two (Eyre Methuen, 
1977), p. 10. 



- 284 -

Pinter's cominents stiggest that his primary interest i s i n 

the concrete human situation as presented. He i s not i n the 

business of indicating that A should stand for B or for C and 

D. The point i s that objects and actions i n the play accrue a 

deep significance i n the way they are presented i n the play with

out losing their essential r e a l i s t i c meaning i n the context of 

the particular situation i n the play. The nature of the dramatic 

art form i s to transcend but not to leave the par t i c u l a r . ^ ^ Thus 

we may see Aston's attempts to make his room habitable as "an 

image for man's struggle for order i n a chaotic w o r l d " o r as 

a reflection of man's ins t i n c t i v e f i g h t for t e r r i t o r y but funda

mentally i t i s about a man who wants to organise a place to l i v e . 

On this basis i t i s easier to understand Pinter's comments 

which carry the i m p l i c i t recognition that the creation of a 

symbol i n l i t e r a t u r e and^ by implication, response to symbolic 

import i s not necessarily a cognitive process which recognises 

either e x p l i c i t l y or t a c i t l y that A means B but i s rather a process 

of recognising the deep and poignant feeling which can centre on 

a particular object or action because of i t s context. Neither 

does that mean that the nature of the sjrmbolic import i s neces

s a r i l y t o t a l l y beyond description. Some actual specific recognition 

65 See chapters 1 and 4 i n K, Robinson (ed.). Exploring Theatre 
and Education (Heinemann, 1980). The universal v. particular 
argument i s partly resolved by t h i s e^proach which includes 
both. 

66 M, Esslin, Pinter - A Study of His Plays (Methuen, 1970), p. 110. 
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of symbolism may be part of our response to the play or indeed i t 

may be f a i r t o see a l i t e r a r y c r i t i c ' s job as i n part t o make 

e3q>licit what i s i m p l i c i t i n the symbol. This i n turn i s not t o 

deny the subjective nature of the response to the work but to 

recognise that the work has objective qualities. As Greger has 

pointed out, " a c t i v i t y of l i t e r a r y appreciation necessarily 

involves subjective responses to an objective work".^^ 

I t i s possible then for the audience to respond to the 

poignancy of the play with a feeling of i t s significance without 

articulating the nature of the experience. 

"The starting point i s not the possible interpret
ation: but the concrete image - two young men, an 
old one, a room. The more concretely, ind i v i d u a l l y 
and r e a l i s t i c a l l y t h i s situation i s enacted and 
thereby explored i n depth, the greater i t s conplexity 
and richness of human associations w i l l become, the 
wider the general implications which radiate outward 
from this central image l i k e waves spreading from a 
stone thrown i n t o a pond."^^ 

A l l this i s not to deny that there i s a more e x p l i c i t use of 

symbolism i n l i t e r a t u r e and specifically i n drama i n which the 

meaning of a particular symbol can be more easily seen to be 

conceptually d i s t i n c t from the object just as a f l a g i s made to 

symbolise a country but the f l a g as a piece of cloth i s meaningless 

i n i t s e l f .̂ ^ What I am describing i s i n a sense closer to metaphor 

67 S. Greger, "Aesthetic Meaning", Proceedings of the Philosophy 
of Education Society (Supplementary Issue, Vol. v i , 2, 1972), 
p. U7. 

68 M. Esslin, op. c i t . (1970), p. 110. 
69 See, M. Polanyi and H. Porsch, Meaning (University of Chicago 

Press, 1975), p. 78. 
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when two or more meanings combine without one replacing another. 

I have concentrated on t h i s account of symbolism drawn from 

The Caretaker rather than looking at symbolism more widely i n 

dramatic l i t e r a t u r e because i t s use here most closely parallels 

symbolism i n children's dramatic a c t i v i t y . There i s a tendency 

to think of symbolism i n drama operating i n a s t r i c t l y isomorphic 

way. Thus Wagner's account of Heathcote's use of symbolism des

cribes how a bracelet i s selected to symbolise a chief's power, 

an item of adornment to symbolise the difference between a chief 

and other people.^-^ Yet i t could be said that much of Heathcote's 

drama operates with symbolism at a less e x p l i c i t l e v e l . I t can 

be argued that to focus the attention of the group on symbolism 

i n an e x p l i c i t way may be to reduce the potential for meaning and 

feeling to accrue - a focal conscious awareness may l i m i t that 

potential. 

The use of symbolism described here i s not confined to l i t e r 

ature or art . Winnicot has suggested that the child's use of 

transitional object (a blanket or cuddly toy which brings comfort 

as a mother substitute) i s the child's f i r s t use of symbolism. 

The object i s a symbol of the union of the baby and the mother 

(or part of the mother)".^2 I s t h i s then an attempt to describe 

70 M. Polanyi and H. Porsch, op. c i t . (1975), p. 82, 

71 B.J. Wagner, Dorothy Heathcote; Drama as a Learning Medium 
(Washington D.C., National Education Association of the 
United States, 1976), p. 92. 

72 D. Winnicot, Playing and Reality (Penguin, 1971), p. 114. 
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the prelinguistic consciousness of the child? For a c h i l d to use 

a symbol i n t h i s way i s i t necessary for him to have a concept of 

•mother' l e t alone a concept of 'symbol'? This discussion would 

lead into an intriguing area of how appropriate i t i s t o say that 

the child at a certain age has a concept of 'mother' and what a 

•partial concept' might mean, but i t i s enough for the purposes 

of t h i s discussion to say that the description of the use of 

symbol does not demand a conscious recognition that the c h i l d 

sees the blanket as symbol - i t i s describing the patterns of 

behaviour and feelings of the c h i l d . 

I f symbolism i s seen as an aspect of form, t h i s present 

discussion can be related to the account of form given i n the 

previous chapter. The notions of focal and subsidiary awareness 

and integration drawn frcHn Polanyi were there employed to give an 

explanation of how form becomes an integral part of the aesthetic 

meaning of the drama. Polanyi's own discussion of poetry explains 

how i n reading a poem the formal aspects bear on i t s meaning 

because they present themselves to consciousness, although the 
« 

reader i s not necessarily f u l l y consciously aware of their effect. 

" I n other words, the rhythm, rhyme, sound, grammar, 
and a l l the other more subtle formal aspects of a 
poem, along with the several allusions of i t s parts, 
a l l j o i n t l y bear on the meaning of the poem. We are 
not therefore aware focally of what they add t o that 
meaning and how they affect i t s quality."74 

73 The notion of a p a r t i a l concept i s important i n D.W. Hamlyn's, 
Experience and the Growth of Understanding (Routledge, 1978). 

74 M. Polanyi and H. Porsch, op. c i t . (1975), p. 80. 
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The point of returning t o t h i s discussion of form here i s 

that i t lends support to the value of viewing the participants 

i n drama qua feeling as percipients for t h i s view accords more 

with the consciousness of form which i s manifest i n the drama. 

I t would be wrong to suggest that there i s a simple d i s t i n c t i o n 

between creation and perception of art i n terms of consciousness 

of form. There are cases of course where the a r t i s t i s using 

formal techniques i n a less than f u l l y conscious way and our 

experience of art t e l l s us that specific awareness of form enters 

into our appreciation of a r t . The discussion needs to proceed 

more cautiously and suggest that i t i s possible to indicate a 

change of en^hasis i n consciousness of form of the kind indicated 

Certainly this view accords with criticisms of expression theory 

that i t gives a too narrow account of the creative process as 

pure spontaneity. 

On a f i r s t reading of Yeats' "The Sorrow of Love", the poem 

might well appear to be a "spontaneous overflow of powerful 

feelings" (unlike so many of Yeats' poems), but closer attention 

reveals the impressive craftsmanship at work to achieve structure 

which i s v i t a l to the import of the poem.^^ An earlier d r a f t of 

the same poem reveals the reworking with conscious attention to 

form. The revision focuses on the contrast between order and 

disorder of stanzas 1 and 3 conveyed by careful juxtaposition of 

75 W,B. Yeats, "The Sorrow of Love", i n Collected Poems of Yeats 
(Macmillan, 1933), p. 45. " ' 
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key words and t h i s restructuring i s an integral part of the poem's 

meaning which takes on a wider significance than the siii5)le love 

poem i t had been. 

Attention to structure by the reader i s l i k e l y to enhance 

rather than diminish the reading but the process described by 

Polanyi i n his discussion of a poem's meaning seems to have to 

work for an appreciation of i t s f u l l import- He comments: 

" I t s meaning may be brought back to us with a deeper 
understanding when we turn our focal attention back 
upon the poem instead of upon i t s parts."76 

I f the teacher i s looking for depth of feeling i n a creative 

drama process there i s l i k e l y to be less focal attention t o form 

during the drama than, for example, i f the pupils are spe c i f i c a l l y 

working at a piece of theatre. This i s not to make a judgement on 

one a c t i v i t y or another but to suggest that a theoretical d i s t i n c 

tion can be preserved which w i l l guide the teacher's practice 

according to his particular aims. The l i n k between form and 

feeling (the two v i t a l aesthetic ingredients) can be more easily 

seen i f the participants are viewed as percipients. They are both 

siimiltaneously creating the drama and responding to i t as object. 

(v) Feeling 

Reference has been made to feeling throughout t h i s chapter 

but i t i s time to look at the concept i n a more systematic way at 

the start of th i s section. Ryle has explored some of the d i f f e r e n t 

76 M. Polanyi and H. Porsch, op. c i t . (1975), p. 80. 
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uses of feeling and the attendant misconceptions to which we may 

be prone because of the way our language w o r k s . H e d i s t i n g 

uishes seven uses (while acknowledging that there are even more): 

a perceptual use (when I feel a watch i n my pocket or feel that 

something i s cold; an explanatory use - just as I may peer but 

not see, I may feel but not succeed ( I may feel for a pulse but 

not detect i t - th i s usage i s obviously connected with the f i r s t ) ) ; 

a 'mock' use as when the condemned man already 'feels' the rope 

around his neck; a use which points to such physical disccanforts 

as tickles and aches; a use which i s followed by a general cond

i t i o n , e.g. I feel sleepy, uneasy, tense; a common usage when we 

speak of feeling that something i s the case; an idiomatic use i n 

which we speak of feeling l i k e doing something. 

Ryle suggests that, i n the face of these diffe r e n t uses of 

'feeling*, there are two theoretical tendencies. One i s to 

assimilate a l l the other uses to just ones "we hanker to make the 

word 'feeling' stand for a homogeneous something"^^, so that we 

incline to assume a l l the uses of 'feel' are l i k e 'feel a pain or 

t i c k l e ' . The other tendency i s to suppose that i t i s just a 

li n g u i s t i c accident that the same verb i s used i n d i f f e r e n t ways 

and "that English would have been a better language i f i t had 

provided seven (or more) quite dif f e r e n t verbsi".^^ Ryle's approach 

77 G. Ryle, i n W. Elton (ed.), op. c i t . (1959). 

78 i b i d . , p. 61« 

79 i b i d . , p, 62. 
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i s to suggest that neither tendency i s necessarily the most help

f u l - although the seven cited uses of 'feel' are not members of 

one family they do have traceable genealogical connexions. 

The rest of the a r t i c l e demonstrates various connexions and 

i t w i l l not be necessary to summarise them a l l but merely to 

iden t i f y those which have most relevance to the feeling content i n 

drama. 

Ryle's discussion also gives an account of why feeling tends 

to be seen as something private and inner to which the individual 

has "privileged access". This t r a d i t i o n a l approach to the lang

uage of emotion has already been discussed and the following may 

appear to be going over familiar ground but Ryle's account offers 

an e3q)lanation of why the t r a d i t i m a l view exercises the influence 

i t does. We do, he suggests, have "a sort of (graduatedly) p r i v 

ileged access to such things as palpitations of the heart, cramps, 

and creaks i n the j o i n t s " ^ ^ , and what happens i s that there i s a 

slide from one use of feeling to another. Reid makes a similar 

point when he says that when we give an account of what we fee l 

we attend to the content of what i s going on i d t h i n the organism 

and t h i s tends to influence our account of what feeling i s . We 

attend to the inner l i f e of feeling and thereby perform, "an 

a r t i f i c i a l i f necessary abstraction" which f a i l s to recognise that 

feeling shares i n the objectively directed character of our 

cognitive-conative relationship with the world, 

80 G. Ryle, i n W. Elton (ed.), op. c i t . (1959), p. 62. 
81 L. Reid, op. c i t . (1969), p. 1A4 
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To say that feeling i s not to be thought of as an inner 

process i s similar to Wittgenstein's directive that we should 

not think of understanding as a mental process. Understanding 

i s a mental process, feeling i s obviously part of our inner l i f e 

but the point he i s making i s that i t may be misleading to think 

of understanding and feeling i n that way because we tend to see 

them as occult, mysterious, inner processes or turmoils which 

makes i t d i f f i c u l t for us to t a l k about feeling, p a r t i c u l a r l y i n 

the context of education. 

"What i s internal i s hidden from us - the future i s 
hidden from us ... But does the astronomer think l i k e 
this when he calculates an eclipse of the sun?" 83 

In Midgley's discussion of anthropomorphism she argues 

against the reluctance of students of animal behaviour who dis 

claim any ri g h t to t a l k about the subjective feelings of animals. 

Her argument i s that they should consider whether they have any 

rig h t to talk about the subjective feelings of adults for the 

position i s very similar. She comments, 

" I n no case can we bB anybody but ourselves. We can
not 'get inside' someone else - we genuinely do not 
know what the exact quality of the feeling accompanying 
his actions i s l i k e , and would doubtless be astonished 
i f i t could somehow be conveyed to us."84 

She goes on to say, however, that knowing what somebody else's 
feeling or motive i s does not demand t h i s . 

82 L. Wittgenstein, Philoscyhical Investigations (Basil Blackwell. 
1953), p. 61e. 

83 i b i d . , p. 223e. 
84 M. Midgley, op. c i t . (1979), p. 345. 
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"... fear, greed and the l i k e are not just feelings, 
sensations. They are attitudes ... Saying that some
body has a feeling i s not claiming a hot l i n e to his 
private experience; i t i s finding a pattern i n his 
life."85 

The view of feeling which sees i t as an essential part of 

a t o t a l participation i n the world makes i t easier to see how 

feeling has an important role i n knowing. Ryle's seventh use 

of 'feeling' was the sense of 'feeling that' and the question 

can be raised as to how much importance i s given to that sort 

of usage. Some philosophers have taken the phrase t o be equiv

alent to 'believe that ...': 

"For the sake of s«nantic c l a r i t y i t would be prefer
able not to use the word feeling i n t h i s sense at a l l . 
Instead of saying ' I f eel that people are persecuting 
me' say ' I believe that people are persecuting me' and 
then judge by the evidence as best you can whether 
this i s true."86 

There i s a danger here that l i n g u i s t i c analysis may disin f e c t 
our language too much and may miss an important fact about our 
sentient li v e s , about the way we participate as subjective 
beings within the world. In contrast to t h i s approach Reid 
comments, 

"May not sensitive feeling be a positive asset i n 
knowing or otherwise coming to terms with the 
world? ... There does seem to be a sense i n which to 
•feel' the structures of things and their values i s 
a way i n which we positively come to know more of them." 87 

85 M. Midgley, op. c i t . (1979), p. 365. 

J. Hospers, An Introduction to Philosophical Analysis (Rout-
ledge, 1956), p. 125. " 

86 

87 L. Reid, c i t . (1969), p. 146. 
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At t h i s stage i t w i l l be worth making reference to an earlier 

discussion of learning. A d i s t i n c t i o n was there made between the 

intention to learn and unintentional learning i n order to high

l i g h t the important fact that i n drama a form of learning takes 

place which includes a prominent t a c i t element and does not require 

that the pupils 'set about' learning. I t was suggested that 

attempts to r e s t r i c t the concept of learning by including inten

tion and specifying the learning i n propositions are l i k e l y to 

d i s t o r t this aspect of the subject. Content can be given to the 

notion of teaching by considering the various strategies employed 

by the teacher to develop understanding. The use of 'feeling 

that' which has been i d e n t i f i e d here can be seen to embrace the 

t a c i t element which extends beyond the restricted view of the 

prqpositional formulation 'know that x ...' To know and feel that 

X adds a significant dimension which our ordinary language recog

nises. The concentration on understanding as an objective for 

drama i s to focus on understanding at a deep level of feeling 

because of the nature of the context i n which the understanding 

takes place. 

The importance of feeling for understanding i s graphically 

i l l u s t r a t e d by Donaldson's book Children's M i n d s . S h e des

cribes a number of experiments which provide a challenge to 

Piagetian assumptions about the i n t e l l e c t u a l capacity of young 

children because they performed better when tests were altered, 

88 M. Donaldson, Children's Minds (Fontana, 1978). 
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although the formal thought process being tested remained the 

same. The common factor which runs through the description of 

the nature of the alterations was to place the test i n a context 

of feeling, intentions, motivations. 

One of the tests, designed to test powers of decentration, 

involves the child describing what another observer would see 

i f he were looking at the same object (a model of three mountains) 

from another point of view. The performance was considerably 

improved when a second test was devised which asked the children 

to think about what a policeman would be able to see i f he were 

searching for a naughty boy. I n this experiment the ch i l d was 

asked to place a model of a boy i n such a position i n a series 

of intersecting model walls that the policeman would not be able 

to see him. Why was the task so easy for the children i n the 

second exan^le? Donaldson accounts for the success as follows: 

t i Notice that we cannot appeal to direct actual exp
erience: few, i f any, of these children had ever 
t r i e d to hide frcxn a policeman. But we can appeal 
to the generalization of experience: they know what 
i t i s to t r y to hide. Also they know what i t i s to 
be naughty and to want to evade the consequences. 
So they can easily conceive that a boy might want to 
hide from a policeman i f he had been a bad boy; for 
i n t h i s case i t would be the job of the policeman t o 
catch him and the consequences of being caught would 
be undesirable."89 

She goes on to suggest that the motives and intention of the 

characters are easily understood even by a ch i l d of three. The 

language of the e:q)eriments and the task i t s e l f i s less l i k e l y 

89 M. Donaldson, op. c i t . (1978), p. 24 
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to be a source of confusion to the child i f they are not removed 

from familiar human feelings, purposes and goals. The new task 

requires the chil d to act i n ways i ^ i c h are i n l i n e with basic 

human interactions and makes human sense because i t occurs within 

a context of interpersonal motives. When the task i s i n a con

text which takes account of human intentions and feeling the 

child's performance improves. 

Understanding i n drama i s embedded i n a feeling context 

which although drawing on the child's past experience, projects 

him into new situations. The very nature of the feeling i n drama 

which i s both 'real' and 'unreal' provides the appropriate con

text for learning. This paradoxical comment needs explanation 

which w i l l be given i n the following discussion of drama as a r t . 

Throughout t h i s study reference has been made to the con

trasting views of 'drama for learning' and 'drama as a r t ' and the 

lack of c l a r i t y which tends t o permeate discussions of t h i s issue. 

There has also been considerable reference to aesthetics already 

but i t w i l l be important at t h i s stage to look s p e c i f i c a l l y at 

the notion of 'drama as a r t ' . The f i r s t point to be made i s that 

the very question, ' i s drama i n education to be viewed as art?', 

can easily assume that there exists a clear idea of what art i s , 

whereas aesthetic theory t e l l s us that t h i s i s by no means the 

case. The question, 'what i s art?' i t s e l f needs analysis: i s i t 

a request for a d e f i n i t i o n , for necessary and su f f i c i e n t conditions 

or for a less r i g i d account of unifying principles? 
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The tendency i n aesthetics associated with the influence of 

Wittgenstein was to question attempts to offer definitions of a r t . 

Gallie has taken t h i s approach i n his attempts to uncover the 

essentialist fallacy (the search for conceptual essences i n terms 

of necessary and suf f i c i e n t conditions) and his arguments lead him 

to question "what reasons have we for thinking that the word Art 

stands for some one thing". 

The same approach was taken by Weitz i n his a r t i c l e , "The 

Role of Theory i n Aesthetics", i n which he pleads for a rejection 

of the question "what i s the nature of art?"^^ He suggests that 

formalist, emotionalist and i n t u i t i o n i s t theories are a l l inadeq

uate i n their various ways. His recommended approach i s not to 

eschew the various theories but to see them as "serious and argued-

for recommendations to concentrate on certain c r i t e r i a of excel
lence". 2̂ 

Both these approaches r i g h t l y reject attempts to give narrow 

definitions of art but t h i s does not mean that aesthetics should 

be confined to an investigation of the language used i n art and 

art c r i t i c i s m . This point i s made by Findlay i n his c r i t i c i s m of 

philosophical approaches to aesthetics which operate purely i n 

90 W.B. Gallie, "The Function of Philosophical Aesthetics", i n 
W. Elton (ed.), op. c i t . (1959), p. 16. 

91 M. Weitz, "The Role of Theory i n Aesthetics", The Journal of 
Aesthetics and Art Criticism (Vol. xv. No. 1, September 1956, 
pp. 27-35), reprinted i n M. Weitz, qp. c i t . (1959), p. 146. 

92 i b i d . , p. 156. 
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terms of investigations of language, which although immensely 

valuable are philosophically unsatisfactory "because they f a i l 

to subordinate the r i c h material they have garnered to t r u l y 

i l l i i m i n a t i n g , directive c o n c e p t s " . T h e key notion of a 

"directive concept" i s clearly d i s t i n c t from a s t r i c t d e f i n i t i o n 

as i s i l l u s t r a t e d i n the following: 

" I t i s not enough for a philosopher, l i k e a battery 
hen, to scrabble about among variety, and to pick 
out from i t any and every chunky concept he happens 
to f i n d there. Concepts must be found which gather 
details i n t o unity, which cover a series of cases 
graded by genuine and deep a f f i n i t i e s , which h i t 
upon a real mutual belongingness of features which 
i s i n our data and not a r b i t r a r i l y imposed by our
selves, and i t must be the sort of concept which i s 
naturally extensible or stretchable, which can be 
broadened to cover new cases or features, which 
sh i f t s while remaining the same i n the s^se i n 
which 'being the same' i s of interest for philos-
ophy."94 

Findlay goes on to make the t e l l i n g point that Wittgenstein's 

concept of family resemblance which dominates so much l i n g u i s t i c 

philosophy and which illuminates so many features of ordinary 

speech i s not i t s e l f a family-resemblance concept. 

The question ' i s drama i n education to be viewed as art?' 

i s to be viewed not as a matter of attempting to match defi n i t i o n s 

but as a process of looking for a f f i n i t i e s , for common approaches 

between the practice of drama i n education and explanations of 

art given by philosophers. A further d i s t i n c t i o n , however, needs 

93 J,N, Findlay, "The Perspicuous and the Poignant: TWo Aesthetic 
Fundamentals", The B r i t i s h Journal of Aesthetics (71, January 
1967), reprinted i n H. Osborne Ced.), op. c i t . (1972), p. 94. 

94 i b i d . , p. 93. 
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to be made between drama as art and drama as aesthetic experience. 

Discussions tend to concentrate on 'drama as ar t ' but a di f f e r e n t 

emphasis i s placed i f attention i s directed to aesthetic experience, 

For whereas 'drama as ar t ' can easily tend towards asking whether 

the drama i s i t s e l f an art form (meaning 'are the pupils creating 

ar t ? ' ) , to ask whether the pupils are engaged i n aesthetic exper

ience i s different and may raise d i f f e r e n t questions. 

I t has been suggested that the most helpful way of explaining 

the emotional content of the drama i s to view the participants as 

percipients. One of the advantages of seeing the participants i n 

thi s way i s that i t more easily recognises the fact that the f e e l 

ing which belongs to the drama experience can be a collective 

experience associated with the drama as a whole. Most discussions 

of emotion i n drama concentrate on the emotions experienced by the 

characters i n the role they have adopted but i t i s important to 

recognise that a mcment of deep feeling i n drama may be a shared 

feeling. The mcment when a central character dies may be shared 

alike by a l l the participants i n the same way, including those who 

were responsible i n the drama for his death. 

I f we follow the l i n e of concentrating on the experience of 

the drama rather than the experience of the creation of the drama 

(the two are present simultaneously), i t might be expected then 

that those philosophers who have given accounts of aesthetic 

experience i n a Kantian t r a d i t i o n have most relevance to the 

present discussion. Kant's contribution to aesthetics was to take 

over the notion of a spec i f i c a l l y 'aesthetic' attitude and give i t 
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a logical basis. Aesthetic judgements form a class of the i r owni 

"The judgement of taste, therefore, i s not l o g i c a l , 
but i s aesthetic - which means that i t i s one whose 
determining ground cannot be other than subjective "^^ 

and elsewhere, 

we shall c a l l that which must always remain 
purely subjective, and i s absolutely incapable of 
forming a representation of an object, by the fam
i l i a r name of feeling,"96 

I t w i l l not be necessary to expand on the int r i c a c i e s of Kant's 

aesthetic theory but t o say that an approach i n t h i s t r a d i t i o n 

which concentrates i n the f i r s t instance on the phenomenology of 

aesthetic e^erience i s l i k e l y to have most relevance for drama, 

because i t i s the experience of the participants i n which we are 

most interested, 

Findlay has adopted t h i s approach to aesthetics i n his a r t 

i c l e , "The Perspicuous and the Poignant". He follows Brentano 

who categorised the attitudes of the conscious mind and suggests 

that, 

"the aesthetic f i e l d i s one of suspended conception, 
of pure having something before one f o r contempla
tion : i t i s a f i e l d essentially divorced from the 
Yes-No of beli e f and conviction, as i t i s divorced 
from the other Yes-No of practical concern with i t s 
necessary involvement i n reality."97 

95 I . Kant, The Critique of Judgement, translated by J.C. 
Meredith (Oxford University Press, 1928), p. 41. 

96 i b i d . , p. 45. 

97 J.N. Findlay, i n H. Osborne (ed.), op. c i t . (1972), p. 93. 
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Recent w r i t i n g i n drama has tended to draw attention to the fact 

that the participants are consciously aware of the drama as make-

believe i n contrast to seeing the most successful drama operating 

when there i s a t o t a l i l l u s i o n of r e a l i t y . (This tendency was 

discussed i n more d e t a i l elsewhere). Thus Heathcote, comparing 

actors and children i n drama comments, 

"Both kinds of people know they are not actually 
l i v i n g through the events they have activated. 
That i s , they both share i n art,"98 

But, of course, i t i s not enough to see this freedom frcm 

conviction and belief as a c r i t e r i o n of aesthetic experience. 

I n fact seme form of conviction and belief may be said t o be 

prerequisites of the drama but on a diffe r e n t plane. An impor

tant aspect of the way drama operates i s that i t selects and 

therefore concentrates the attention of the participants. What 

i s presented to consciousness moves i n "re s t r i c t e d o r b i t " - t h i s 

i s how Findlay describes the aspect of aesthetic experience he 

calls perspicuity. By t h i s term he does not mean mere l u c i d i t y 

but he wants to draw attention to the fa c t that impediments t o 

consciousness of the art object disappear. In a drama the pa r t i c 

ipants are freed from the consequences of their decisions and 

they are freed also from the normal distractions and c l u t t e r which 

characterise our experience i n the world. An engagement i n drama 

can be described as a process of bracketing whereby extraneous 

features of a situation are removed i n order to explore a topic 

98 D. Heathcote, "Material for Meaning", London Drama (Vol. 6, 
No. 2, Spring 1980), p. 6. 
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i n depth. A play about being l o s t i n the desert may be primarily 

a play which explores trust i n leadership because the participants 

are not lost i n a desert. 

Much drama i s highly representative so that the nature of i t s 

departure from the real i s often not adequately recognised. 

Photography i s sometimes quoted as an extreme example of repres

entation but consider the difference between looking at a street 

scene and looking at an equivalent photograph. The very fact that 

a human agent has intervened and has selected and isolated a 

particular moment carries to us an i m p l i c i t message that at the 

least says, *this was worth looking at'. There i s also a suspen

sion of time, a moment which would have passed us by i s held 

before us so that we can take i n more of the d e t a i l than i f we had 

been there. The isolation and selection allow us to penetrate 

the subject more deeply. The form isolates and displays - t h i s i s 

a l l before we even begin to t a l k about the effect of such formal 

elements as l i g h t , texture, contrast. 

I t i s often said that drama operates i n time but i t i s equally 

important to recognise drama's a b i l i t y to suspend time. A p a r t i c 

ular incident can be retraced and explored from someone else*s 

point of view. Events which would take place simultaneously can 

be explored separately. Drama allows the opportunity to say, 

'Suppose th i s had happened, what then ...?'. 

These aspects of drama are aspects of the aesthetic experience 

but perhaps the most important ingredient i s the feeling content 
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described by Findlay as poignancy. In recent years drama expo

nents and teachers have been aware of the importance of the 

quality of the experience for the participants within the dramat 

words l i k e 'depth' and 'significance' are common i n descriptions 

of drama lessons i n a way that was not the case twenty years ago. 

This concern and search for depth which characterises much work 

can be seen as a search for aesthetic experience. 

In the discussion of meaning i t was argued that the notion 

of aesthetic meaning does not interpret the meaning of the drama 

i n terms of mere content or external form but re f l e c t s the fact 

that drama operates by v i r t u e of an integration of those factors 

which contribute to the meaning. This view was to place emphasis 

on the intentional, imaginative consciousness of the participants, 

on their experience. Thus form and feeling are linked i n the 

experience of the participants. The depth of feeling has to do 

with the degree to which the material of the drama i s absorbed 

into the subjective l i f e of the participants. The two elements 

of perspicuity and poignancy described by Findlay present two 

aspects of the one experience which influence each other. 

"There has, we may note, been something a r t i f i c i a l 
i n my d i s t i n c t i o n between perspicuity and poignancy; 
they are simply two sides of the suspended consider
ation from which belief and practice are put at a 
distance. Perspicuity stresses the r e l a t i o n of such 
considerations to i t s object, the impartial t r u t h or 
fullness with which that object i s , i n i t s relevant 
t r a i t s , presented or given. Poignancy, on the other 
hand, stresses the rel a t i o n of such considerations 
to the subject, the intensity with which i t sustains 
i t s e l f i n our subjective l i f e . " 9 9 

99 J.N. Findlay, i n H. Osborne (ed.), op. c i t . (1972), p. 102. 
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This attempt to give some account of aesthetic experience i n 

drama may be helped by describing an experience which i s not j u s t 

i f i a b l y given t h i s t i t l e . In the absence of clear cut distinctions 

i t i s a question of indicating more what are the opposing tenden

cies. Teachers commonly refer to drama which does not have depth 

as being 'only play'. The implications of t h i s for learning were 

discussed elsewhere but i t w i l l be useful to consider the relevance 

of this view to the notion of drama as aesthetic experience. I n 

order to make a satisfactory comparison, a phenomenological account 

of play of the kind given by Heaton w i l l be useful: 

" I n play there i s a to-and-
f r o movement which i s not 
tied to any goal which 
would bring i t to an end." 

" I t i s a movement which 
renews i t s e l f i n cons
tant r e p e t i t i o n . The 
play i s the performance 
of the movement as such. 
I t i s nothing to do with 
the attitude of a subject 
who must take up a play
f u l attitude t o an object 
•play' i n order that 
playing can occur.' • t 

" I n play there i s a sus
pension of belief and 
non-belief. You cannot 
rea l l y say i f a chi l d 
believes his dolls are 
babies or not - to him 
there i s no conceptual 
distinction between being 
and playing. Hence there 
i s a primacy of play over 
the consciousness of the 
player. I t happens as 
i t were by i t s e l f . " 

(Many of the constraints 
of form which also cont
ribute to the feeling of 
the drama are absent from 
play). 
(This i s true of make-
believe play and i s i n 
contrast to the important 
attitude described above 
which characterises aes
thetic experience). 

(Again, t h i s d i s t i n c t i o n 
rings true. The drama 
does not have the same 
supremacy over the partic-
ipants - consider the 
difference between make-
believe play of cowboys 
and Indians and the 
conscious attempt to 
create a drama on the 
same theme). 
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"The game absorbs the player ( I n drama the 'burden 
into i t s e l f and t h i s takes of i n i t i a t i v e ' i s an 
from him the burden of i n i t - essential ingredient -
i a t i v e - thus the ease of not that the participants 
play when we are playing experience that burden 
well." i n a negative way but the 

drama requires creative 
concentration and e f f o r t ) 

I t i s generally recognised that i t i s the teacher's respons

i b i l i t y to move the e^erience away from play towards drama. 

Earlier i t was argued that t h i s process i s more usefully described 

as 'an engagement of the consciousness of the participants'. From 

this discussion of feeling i t can be seen that to engage the pupils 

i n the way described i s exactly to deepen the feeling - i t i s simply 

a matter of giving the process a different description. But the 

value of describing the process i n t h i s way i s that i t avoids the 

implication that the teacher sets out to work d i r e c t l y on something 

called 'feeling' either i n terms of setting a sensate problem or 

t e l l i n g the pupils to f e e l one way or another. The teach^ engages 

the pupils i n a situation i n lAiich the appropriate feeling w i l l 

arise with the successful consummation of the drama* I t i s i n t h i s 

sense that feeling, important as i t i s , i s more usefully seen as the 

fulfilment rather than the essence of dramatic a c t i v i t y . 

100 J.N. Heaton, "Ontology and Flay**, i n B. Curtis and W. Mays (eds). 
Phenomenology and Education (Methuen, 1978), p. 124. 

101 Terminology used by Findlay with reference to aesthetic exper
ience. J.N. Findlay, i n H. Osborne (ed.), op. c i t . (1972), p. 
100. 
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CONCLUSION 

I now propose to summarise the major conclusions of t h i s 

thesis. They can be l i s t e d under the following headings which 

can now be seen as major concerns running through the entire 

study. 

(a) C l a r i f i c a t i o n of concepts i n drama which have 
caused confusion. 

(b) Philosophical underpinning of current theory 

and practice of drama i n education. 

(c) New perspective on changes i n drama i n educa
t i o n . 

(d) J u s t i f i c a t i o n of drama as aesthetic education. 

(e) Demonstration of the importance of philosophy 

for drama i n education and subjects i n general* 

Each of these areas w i l l be discussed i n turn. 

(a) C l a r i f i c a t i o n of concepts 

Chapter Two i d e n t i f i e d the important concepts: aims, learning, 

meaning, feeling with which the study would be concerned. Chapter 

Three argued f o r the importance of aims when viewed not as term

i n a l goals but as a means of identifying the relationship between 

agent, a c t i v i t y and goal (p* 89) and as an indication of the broad 

rationale motivating the teacher's work. The importance of dis

tinguishing aims from the values and functions of drama was stressed, 
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Chapter Four discussed d i f f i c u l t i e s of making conceptual 

distinctions between learning and concepts l i k e development and 

growth, and suggested that there are problems with the notion of 

'drama for learning' or 'drama for understanding*. One solution 

might be to r e s t r i c t the concept of leaiming by including inten

tion and specifying the learning i n propositions, but such a move 

distorts the nature of the subject. A view of learning was 

recommended which sees learning not as an action i n the f u l l y 

intentional sense but stressed the passive side (p. 130% By 

emphasising teaching i t was suggested that some of the conceptual 

problems can be avoided. A recommendation was made on the impor

tance and means of giving c o n t ^ t to the notion of teaching, thus 

avoiding the route back to extreme child-centred approaches 

(p. 158). 

Chapter Five looked at problems which have centred on the 

concept of meaning. I t was suggested that some of these problems 

have arisen because of the multifarious use of the term. Some 

uses of 'meaning' by drama exponents seem to imply an acceptance 

of forms of dualism. Here the philosophical tendency to solve 

problems by circumscribing uses of 'meaning' was resisted. 

Instead, a directive, unifying concept of aesthetic meaning was 

recommended which allows various uses of 'meaning' but does not 

make the mistake of assuming that the meaning of drama i s defined 

i n terms of one of i t s constituents. Even the common view that 

form and content constitute the aesthetic meaning i s correct only 

i f an adequate view of form i s given. The importance of the 
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consciousness of the participants as part of the aesthetic meaning 

of the drama was stressed. Chapter Six argued that a t r a d i t i o n a l 

view of the way we use emotion words ( c r i t i c i s e d by philos<^hers) 

s t i l l pervades thinking and wr i t i n g about drama* I f emotion words 

are viewed not as simply referring to inner turbulences but to a 

t o t a l participation i n a context, some of the conceptual problems 

are dissolved. There are also implications here for practice; for 

example, the i n v i t a t i o n to pupils to give a particular emotional 

display can be linked to i m p l i c i t philosophical misconceptions 

(p. 251). Problems associated with the concept of expression were 

also discussed and again can be seen to be derived from t r a d i t i o n a l 

views of the way emotion words operate i n our language. 

(b) Philosophical underpinning 

In recommending the above c l a r i f i c a t i o n , t h i s thesis has drawn 

from a number of writers, p a r t i c u l a r l y contemporary philosophers 

who apply themselves specifically to educational questions. 

Although t h i s study has avoided formulating theory and has not 

attempted to do so for reasons i d e n t i f i e d i n Chapter One, various 

writers have been used to support the i m p l i c i t theory and practice 

of drama esqponents. 

Chapter Three on aims made reference to writers l i k e Pring 

and Sockett who have c r i t i c i s e d a simplistic means/end model when 

i t comes to specifying aims and objectives. Chapter Four on 

learning conq;>ared approaches to education taken by Hirst and 

E l l i o t t and suggested that the l a t t e r ' s view of mental development 
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and ccHicept of 'common understanding' provides theoretical support 

for drama* Writers who stress a t a c i t dimension i n learning l i k e 

Folanyi, Dunlop, Oakeshott, were also enlisted to support the 

views of drama exponents. Chapter Five on meaning argued that 

Reid's concept of aesthetic meaning and Greger's concept of 

'unpacking' could be adapted to apply to drama practice. The 

importance of adapting aesthetic theory to drama was stressed; a 

warning note was sounded against the indiscriminate application 

of aesthetics to drama i n education without taking into account 

the nature of the s u b j e c t . Chapter Six on feeling linked philos

ophical criticisms of a t r a d i t i o n a l view of emotion (by writers 

l i k e Ryle, Jones, Mounce, Pitcher and Bedford) to approaches to 

emotion taken by drama exponents, i n order to give theoretical 

substance to the l a t t e r s ' i n t u i t i v e approaches. The overall view 

of aesthetics related E l l i o t t ' s challenge to obj e c t i v i s t aesthetics 

and Findlay's analysis of aesthetic experience to drama. 

(c) Developments i n drama i n education 

In the course of t h i s study I have c r i t i c i s e d some attempts 

to describe developments i n the subject (e.g. from 'growth' to 

'learning'5 from 'self-expression' to 'structure'; from 'drama as 

theatre and text' to 'drama as play') as being too siiiq;)listic. I n 

attempting a bri e f summary of the perspective of the development 

of drama given i n t h i s thesis, there i s the danger of likewise 

oversimplifying the issues. What follows, therefore, should be 

taken as a very broad outline which omits the finer distinctions 

made i n the study. 
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Most commentators would agree that there i s clearly a greater 

stress i n contemporary practice i n drama on the role of the teacher. 

I t i s not enough, however, to say that the teacher i s now more 

active for i t i s important to i d e n t i f y that nature of his role* 

I t was suggested that the teacher can be seen to have a major role 

i n influencing the quality of the e3q>erience of the participants 

(described here as an engagement of consciousness) while at the 

same time having a key rol e i n teaching, i n developing understanding 

of the participants i n drama* The important notion of 'teaching 

form' revealed the complexities involved i n the concept of teaching 

for i t i s not simply a question of drawing conscious attention to 

form. Form i s relevant to meaning and learning by a process of 

t a c i t integration i n the consciousness of the participants which 

in turn makes form an essential component of feeling. Successful 

drama teachers know when to draw conscious attention of the pa r t i c 

ipants to aspects of form and content and when to leave these as a 

t a c i t part of the process. 

The s t r i c t division between drama and theatre which existed 

for a time arose partly because of a superficial view of the devel-

opmeit of the subject* Exponents described themselves as a n t i -

theatre partly to break with earlier practices. An examination of 

i m p l i c i t concepts of education reveals changes which do not force 

such s t r i c t dichotomies. 

There have been important developments i n the theory and 

practice of the subject which, as suggested i n the introduction, 

are often ignored by writers i n drama. I t i s f a i r to say that 
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contenqporary exponents because they attend to quality of exper

ience are closer to seeking aesthetic e^qierience as an important 

goal than esqponents of the past. Although there has been t h i s 

significant development i n the subject, I do not agree with the 

tendency to devalue or even deride earlier practices. I t i s 

wrong, for exan^le, to dismiss Slade's self-e3q)ression approach 

as being of no value. The contradictions involved i n doing so 

were pointed out i n Chapters Three and Four. 

(d) J u s t i f i c a t i o n of drama as aesthetic education 

I have viewed t h i s thesis more as offering c l a r i f i c a t i o n of 

some of the issues i n the f i e l d rather than as intending to offer 

new ways of j u s t i f y i n g the subject. In th i s the philosophical 

task can be seen as a process of making e x p l i c i t what i s i m p l i c i t 

i n the theory and practice of drama i n education. However, the 

dividing l i n e between what i s on the one hand a process of making 

e x p l i c i t what i s i m p l i c i t , and on the other hand offering new 

insights i s f i n e . To see drama as aesthetic education i s not new, 

but I suggest what has emerged i s a means of making that view more 

theoretically coherent and extending the scope of what aesthetic 

education means i n the context of drama* I t was suggested that a 

coherent picture emerges i f the participants are viewed as percip-

i o i t s i n terms of the feeling content of the drama, that some of 

the conceptual problems are thereby avoided* I t was also argued 

thsX. creative engagement i n drama can be viewed i n part as a means 

of educating aesthetic response to ar t . This l a t t e r view r e l i e d on 
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a rejection of purely o b j e c t i v i s t views of aesthetics* I t was 

argued that form has to be seen as an integral part of the human 

expression and thus of the feeling which i n turn i s to be viewed 

as the culmination rather than the essence of drama. The j u s t i f 

ication of drama as aesthetic education can now be seen as an 

important concern of the entire thesis. Although the chapters on 

aims and learning did not deal with aesthetics, they provided the 

important framework for the subsequent discussion i n Meaning and 

Feeling. 

(e) Importance of philosophy for drama i n education and subjects 

i n general 

I n the discussion of philosophy and drama i n Chapter One, the 

idea of attempting to establish a model for the application of 

philosophy to subjects was rejected. By focussing the investig

ation on the problems which arise i n the teaching of subjects, the 

aimless pursuit of concepts which has characterised much philosophy 

of education i n the past i s avoided* The role of philosopher i n 

thi s case i s not to be seen as one who from a neutral position 

outside the f i e l d investigates the logic of argument and status 

of concepts but one who writes from inside the subject, sharing 

the real concerns, confusions and problems which arise* In the 

course of t h i s study the limitations of a view of the rol e of 

philosophy purely as l i n g u i s t i c analysis has been demonstrated, 

part i c u l a r l y i n rejecting simplistic defining characteristics of 

concepts l i k e teaching, learning and meaning. Instead, there has 
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been an acceptance of the movement i n philosophy of education as 

a whole towards a wider and more significant role for philosophy* 

I have attempted i n t h i s thesis to demonstrate the inqportance of 

philosophy for drama and by inqplication for subjects i n general. 

In the introduction reference was made to the rapid growth 

of the subject i n recent years. While engaged i n t h i s study, I 

have been pa r t i c u l a r l y conscious of that fact; many of the major 

writings on drama discussed here have been published during the 

research and w r i t i n g of t h i s thesis. Keeping pace with develop

ments has been exciting and challenging. The process of the 

developmfflt of the subject continues. At the stage of putting 

the f i n a l touches to my own work, I received Robinson's thesis, 

"A Re-evaluation of the Roles and Functions of Drama i n the Sec

ondary School".^ Although I have taken issue with the details of 

some of Robinson's arguments as outlined i n other publications by 

him, his thesis confirms the claim made i n my introduction that 

the subject has been taken to sophisticated levels. What Robinson 

and many other contemporary writers i n drama i n education share 

i s a refusal to oversimplify, a refusal to reduce education t o a 

process of simple formulae and naive solutions and a determination 

to give a theoretical basis to good practice i n the subject. 

This refusal to oversimplify i s p a r t i c u l a r l y pertinent at the 

present time when a process of retrenchment i n education i s 

1 K. Robinson, "A Re-evaluation of the Roles and Functions of 
Drama i n Secondary Education with reference to a survey of 
curricular drama i n 259 secondary schools^' (Ph.D. thesis. 
University of L<»idon I n s t i t u t e of Education, 1981). 
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accoii9>anied by an even more worrying tendency to see education i n 

simple terms and to translate a naive vision into ov e r s i i q i l i f i e d 

solutions at a practical level* When I f i r s t became involved with 

the subject some years ago, I was impressed by the i n t u i t i v e grasp 

of the subtleties and complexities involved i n the process of 

teaching demonstrated by drama practitioners* I think i t i s f a i r 

to say that even ten years ago those i n t u i t i o n s remained largely 

a t a c i t part of the process and were rarely clearly articulated* 

There have been encouraging signs i n the publications of the l a s t 

few years that e3q;>onents are finding ways of making those i n t u i t i o n s 

e x p l i c i t and giving them a theoretical foundation. This thesis has 

intended to contribute to that process* 
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