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To my younger brother, Mason Brown,
who when I was barely literate would
do all my chores to get me to read
the funnies to him, thereby irrevocably
committing me to wordmongering.

PREFACE

Dear B. J.,
As I read your book I become increasingly aware of four debts
I owe you, which I can only repay by my constant recognition of

them. The first of these debts is for all the time, effort, and

patience you must have spent in giving accurate written form and
shape to the ideas we have shared, in talk and classrooms. I find
that writing about any teaching moment is an enormously
complex task, for so many things occur in so many interesting
dimensions, all simultaneously, and I truly respect the labor it has
been for you. I also am grateful-that you never.in the least made
me aware of the burden of that!
My -second debt to-you arisesIecause you have received my
work without either sentimentalizing it (which not only wearies
me, but is unproductive) or attacking it, Which is equally.unproductive... Thank you for giving it attention, consideration, and
analysis. Your own "cool strip" is obviously in healthy shape!
Thirdly, without spoiling your own vigorous writing style, you
have paid me the complinient of preserving my own rather odd
(and certainly idiosyncratic) language, which must, I. think, have
cost you much thought and labor.
Finally, I am in your debt because through your writing I can
see My work now at some distance, which must help my next
development and that of my future studentsthis development I
shall continue to share with you as it emerges in my teaching and
my consciousness. Thank you, B.J..
Dorothy Ilea thcote
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1. WHAT DRAMA CAN DO

:
"I don't have a name for whatrao. As a person it seems to me I simply
stand midway bet.Ween all:that has happened before I arrived and what.is.
now. What I do at thia moment oEviouslit phapes up some part of What is to
come. Everything that has happened before me I have something in common
with,. ana, thii is my secret for finding material for drama." Thus Dorothy
Heathcote (pronounce,d "Heth'cut"), one of England's best-known educators,
has described what she dims, whiCh ehe feels is not creatiye dramatics, rote
playing, Psychodrama, or sociodrama, but a conscious employrnent of the
elements of drama to educate-to literally bring Mit wht children already
knoW but don't yet.icnow they. know. She calls this "building volume within
the student"Lquality education, as opposed to quantity. She doesn't deny
that often,it is appropriate to go for quantity, deliberately to try to cover as
much ground as possible. But at other tithes the best thing to do is to go.for
quality of experience, to plummet deep into feeling and Meaning; this is lier
goal in drama.
wIzat._ we. see-Dorothy 'Heathcote's large, 'sturdy 'build, ruddy

cheeks, and mesmerizing eyes-lie a keen sensitivity to the nuance of language, a profound awareness of the 'Complexity of human interaction, and an
artist's 'dedication to perfection in meeting the demands of hercraft: drama.
She-works-from4heinside QUA, from a solid conviction that what she'does has'
- tr,feel right, and she ask§ children to do noihinileisT Sh-eis
atreTinost-dissat---.
isfied when she senses that her class is "doing theatrics," performing tricks,
"acting" in a phony *or aitifical way. That is not what she.'s after. She's
always looking for the precise dramatic pressure that will leaa to a breakthrough, to a point Where' the students have to conie' at a problem in a new
way, to fight for language adequate to'the tension they feel..
What shaped her-hard-driving, indefatigaW, and yet warmhearted and
calmly patient? Sht grev .up in the thirties, on the haunting, windswept
ileaths near Hawortii, the Beontes' village: She remembers
asea happy family" the littk village school -where she went until she was 14. Still in her
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girlhood, she sat at a loom in the Yorkshire mills, dreaming of becoming a
film actress. Then her mother, a strong, poor woman widowed at 27, toOk
over Dorothy's looms in the mill because that was the only way she could see
to it that her daughter could go to theater school in Bradford, 10 minutes
f..om their tiny; sparsely furnished cottage. Dorothy's acting teacher was
2fnie .Church, an actress who took a keen interes int teaching and had an
understanding of educational trendseyen 'though what-she gave Dorothy
Heathcote 'in those three : years was a typical th ater training to become
an actress.

Dorothy Heathcote has etherged froin Haworth to become What heraunts and friends prOdly call:"famous," a much-sought-after lecturer and
teacher at conferences and workshops not only in England !kit in the United.
States, Canada, Atistralia, and, Israel. During the academic year she is Profes-

sor, of Drama at 1the Institute of Education at tht University of Newcastle-upon-Tyne. She, was appointed to this po.:ition When she was 24two
years after she finished theater school. Her iypical working day is spent
piing from class to class in infant, primary, and secondary schools of the
community, teaching them drama. She also lectures at.the University to her
students, all xof theM teachers with at least 5 years' experience. She doesn't
confine her. work to college and school students, however; she also does
drama with mentally handicapped people or spastics in institutions, or wjth
such occupational group§ as nurses or..police offieersnot to produce plays,
but to limber them in their aPprOach to their duties.
Wherever Heathcote goesshe generates excitenient and even adulation.
- She ernanates power. Her power is. like that of a riiediutn, bringing into the
piesent the distant in time or space, makingit come alive in our consciousness
through imagined group experienee. This 'awareness stands in co-ntrast ib the
effect of the mass news 'media N.hich bring us the contemporary in time but
often41eave it still distant in,space and remote to our sense. 'The plethora of
Stimuli that bombards us through the media deadens our responsiveness. Because there is tOo much coming toO fast to make; sense of emotionally, our
feelings are seldom touched. With the artist's sensitivity, Heatheote doWs the
input of inforrqation, eliminates the irrelevantandselects the single sYmbol
that' can evoke ale, widest range of meanings; then she lets a slowly do.its
wyek, unraveling response withiii each student; she neyer tells a stud,ent what
tz.ifeenifthink-, ifeferpushes-for-more-than-the student can disover independently.
.
.This *does not mean that Dorothy Heathcote doesn't press childien. She
does; and this is -peihaps ..one of her most,controversia. techniques. Crez.,/ive
drama teachers in America are sometimes critical of her Pressures to achieve
dramatic focus, her deliberate upgrading of language, her insistence on slowing pace to allow, for reflection and inner awarenesi. In this respect, again, she
is like a medium. A spell has to be cast; rituals must be.fallowed; contitions
.
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have to'be right; the universal inherent in this moMent must be realized,
and
.she's witchlike in her control leading to this effect. She arrests attention, wins
commitMent, magnetizes, combining both a yildness and a, control in her

work. She works with children with authority, intuition, and a thorough
understanding of the potential ancklimits of drama.

She does not use children to produce plays. Instead, she uses drama to
expand their awareness, to enable them to look at reality through fantzsy, to
see below Ihe surface of actions to -their meaning. She is interested, not in

making gays with children, but in; as she terms it, burnishing children

through the play. She does this not by heaping more information on them

.

but by enabling them to use what they already know.
This book is written to lay out before teachers some of the ways Dorothy
Heathcote 'works, so that her techniques can be employed by any leacher
who Wants to help children find the feel of what they know. She
is convinced
that what she does with children can be learned by
others' and adapted to a
wide variety of teaching styles and aiml She passionately
wants to share her
method of proceeding and insists thaf.what she does has "no
magic in it." It
can be learned and employed by any teacher. Despite her obvious talent,
.sen§itivity, and creative insight, Heathcote has no desire
to deliberately make
her procedures mysterious or occult. She is not a witch, but
an educator, a
self-conscious master teacher, who works daily to show others how
to find
material, select symbols, achieve dramatic focus, heighten tcnsion, and slow
pace to lead children to significant moments of insight: Her favorite
wOrking is to demonstrat:. with a grbup of children in the middle way of°
of a room
while observing teachers sit around the outside of the group'.
From time to
time she finds ways to invol-. these observers in the drama
the children are
"creating with her. For example, they may become a team of reporters who
ask the youngsters what they 'are doing or a welcoming
party when a space
ship has landed. In a typical class session, Heathcote first
does a drama with a
group- of children while the adult -class members watch. Then
she dismisses
the _children and spends the rest of the session
answering questions and ex'plaining what she did and why. She wants
to show teachers, who typically
have had no previous experience with draina
as a tcaching technique, how to
proceed. She is fascinated with how her
own mind works, and this -is the
focus of a large part of her teacher-training sessions. She
enjoys getting new
insights from her adult students about what goes
on as she leads a drama.
HeAlcote feels that for too. long we have been
drama specialists, a process that has widened ,the concentrating on training
specially trained persons do with groups of children gap between, what thcse
and what ordinary teachers do. The time has come to show all teachersordinary
day-in and day-out
classroom teachershow, they can use drama
at times to achieve something
,
that cannot be attained as effectively in any other way.
Heathcote reminds us that drama is not something
special, but.rather a
.1.
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technique most ordinary people° regularly employ as a way of coping with
new or unsettling experience. When a significant event is coming up, we
frequently rehearse it beforehand in our minds. For example, if we are facing
an important interview; we may try to imagine what the situation will be like.
We may even project ourselves'into 'the future event and act it out in our
mindscesonietimes even talk out loud or rnove through the experienceto
help ourselves come to terms with it. We dramatize
short, and this
dramatic act helps us explore.the feel of the experience ahd thus decrease our
anxiety and increase our control over it.
We also use drama to learn to live with and accept an experience that has
been disturbing: an operation, a driving test, a quarrel. As'"we relive the
shock, going over and over the details, we digest the event, and it finally
becomes. a 'truth we can bear. By that time it has become a good story.
Dramatid living through has done its work to crystallize an are z-. of experience
that is too unsettling or overwhelming to grasp.
Apparently all human beings ,except the most severely damaged or psy- .
choti have the capacity to identify and through this process to gain new
insight.. To see how Dorothy fleathcote uses identification to lead toward
reflective moments, those that build volume within the student, let us look at
what a group of 12- and 1.3.year-olds do on the first day they meet with her
for..a class. They come together in Evanston, Illinois, to do drama as a demonstration for a,Northwestern University class of adult students.
Theychoore to do, a play about a ship at sea in 1610 and decide tO begin
at the point where they are putting the final touches on the ship they have
bunt. After the children ,spend a few minutes carrying blankets aboard, wind...
ing the rope, caulking the deck to keep it waterproof, and so on, ileathcote
calls them' together to decide 'on a name. They name the ship The Dreamer.
Heathcote then puts a chair on top of a table and faces it away from the
group. She-has a child sit up there posing Pensively as the ship's figurehead.
Then she turns to the rest of the students and says with authority, "Look at
himycarefully. He is the Dreamer; he's supposed at this moment to be in
wood. Stand there till you know he's in s-Vo9d."
'Then she changes to a musing tone and
softly, "Nobody will ever see
the front when we're aboard. It'll be a sad day irYou're ever at sea and you
find yourself under there, 'cause that will Ir!ean yoUr own ship.has ',lad to be
abandoned. You'll.not see his face unless Yciu'ke in dock. So6ill you now
take up a position on the ship, on the deck of the ship amongst.that rigging
and sails, from where you can see part of the Dreamer? Find your places."
She -pauses while the Children find a spot within the area they have decided is
the deck of the ship. In response to one girl's puzzled look, she says, "Yes,
the captain also will seind. Just goncentrate hard on making the ship happen.
We've made it look [they had earlier drawn a picture of it on the black. boardL now we have to make it happen. If there is a rope nearby, if there is a

I, I
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piece of timber nearby, if there's anything stashed on deck and laced down

nearbyjust find it and hold onto it'as the ship moves out on the tide. Now

'

,

you just have to do it far Yourself and believe. The woorwill ,:reak, the sails
will gradually fill.--But for, the moment she's not her (Wei ship:She's being
Pulled by rowers in a small boat to get her but of the harbor." She pauses,
end -the children Stand still. "You `stand there and watch that Dreainer [the
figurehead],-- because it's gonna' be a Brig tiMe before you get back to this
place." Another pause. "As you stand knOwing the boat is being towed and
q's not its. own .ship Yet, note what you are thinking; out of what you're
'linking might come a glimpse of what you're feeling: Now I'm ping to be
quiet." Thii is followed hy a long pause.
Then she says quietly,
very, almost to herself, "It'll be very hard later on to
fly to explain to anybbdy what it was like before you left, at the moment of
leaving, so just see if you can catch an explanation now. Tliere's a load of
people here with pens and paper." She is referring to the adult students, who
are sitting.at desks in a circle around the open space where the children stand
on the ship's deck. "Choose one you'd like to tell what this moment is like, as
you follow thc Dreamer:" At this point the-children break the tension, sigh,
and start to Move and talk all at once.- Dorothy Heathcote won't let that
happen. "Now stop, go back into it, and when cou're rvdy to go, go. So

stand 'still, had onto what you,' were holding onto and find again that

moment of leaving." Then in a quieter voice; "Rarely in a man's life,does he
actually build a dream, and rarely in a man's life does anybody share in the
huilding of such a dream. For everyone ,who dues that, there are thousands
who never know what happens beyond. their village, their townbecause this
is not .the day of airplanes. This-is the day when a man travels as far as he can
walk or ride a horse or take a coith or a boat." Then she stops, and
the
children one by on& leave their places and quietly go to an adult to tell their
thoughts. Heathcote then turns her attention to those who are still standing
on deck. "You might choose to go in pairs if you're worried about going on
your own." She directs the' adults not to carry on g dialogue,.as some are
beginning to do: "Just act as a scribe.and don't tell the children what
to say."
She continues to encOurage those who ire hesitant. "If you've
any worry
about going, go to somebody whO's been and he'll take you to someon&"
Then -with some gruffness she turns to the laggers and says, "But don't just
stand in a limbo because nothing will happen for you. Go and
get some help
from each other." The remaining students begin to leave their places and
approach the adult strangers. She encourages them, going from child to Child
asking,. "Have you managed? Have you been?" She observes, "Yes, Sandra's
great at taking people....Did you go? ...Have you gone? ...Just
a person to
write for you; that's all. Just go Sit down again now." Then to the whole
goup she says, "Board the ship, and we'll hear all these things that people
were thinking and feeling, right?"
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Many times I have seen Heathcote force children to listen to one another.
She has said, "I'll not compromise on this one: Vacuums within children.have
to be filled, and you don't 'fill diem easily. Unles's' they listen to one another,
they don't have a ch'ance to get the depth of .feeling."
,

So when the children are settlfd again, sitting on the deck, she ask's the
adults to read what the children have told them. She tells them not td read
the children's names; this is to save the children from possible embarrassment, since they are still strangers to one another and to the adults. She tells
the students: "You'll always know When it's yours, Ina you won't know
anybody else's." She pauses, then: "This ship is as strong as,the' people in it.
This ship doesn't exist as a ship; it exists'as people. Right! %y we just hear
what people were thinking as the ship was toived out?"
"I'm afraid I'll.neyer getoff this ship."
."It is strange to' look' at the figurehead up there because he Seems to
represent the whole crew."
"It's so great ....You have such pride. You're a part of all thisso proud
of what you helped tO createsuclose to everyone. You can take part in this'
dream
You've worked for months and months: this is the climax. You
feel ,the moVement of the ship, but mostly you feel pride, you feel poWer.
You can do anything if you set your mind to it. You're, at the top of the
world."
"I'm very scared. I'm not sure. whether I'm ever going to see the town,
again. It's very exciting, and yet ... and yet ... I'm scared."
"I'm tired from all the work I've been doing. I'm not used to it. I .'m happy
we're going to leave, but I know there will be a lot.more work .to be done
before were finally through."
"There's a feeling of mystery, wondering what the voyage will lead to.
There's Sadness worrying about the bad things that could hdppen and thinking about the things you'll be leaving behind. Anct Yet, there's a feeling of.
: because if we find something, 'we'll be kdOwn and possibly.put
down in history."
"We all have a dream, the dream of our own. It could be dangerous, things
we might :er:Counter on the Water. We're scared, but we also dream of the
.

riches :IA glOry that we might achieve through discovery."
"I 'might not ever see the place I am leaving. again."

'

.

"I nave a 'tense feeling; then I think maybe I may not come back. And I
remeMber my friends, and. I say a little prayer."
"We're leaving something of great' value, and we're kind of scared-that
when we come back, it won't be as valuable as it was . if we come ba. ek."
Then Heathcote, assuming her .previdus role as first mate, turns to the
short preadolescent girl at her side and says, ."Well, Captain, .that's ydur
crew."
This is a moment of reflection that plummets to universal experienceto
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the puke of all those who have left behind a world that's knrTor the
world beyond. To capture the meaning of a moment is what le play is for;

no teacher lecture or summary is neccle.d. Everything t)n,V1ias happened tci
humanity Dorothy Heathcote has inmething in commo with; in reflectiVe
moments like the ship's setting opt to sea, she helps children find that they,
too, have something in common with all that has gone befoie. They, too,
'belong to humanity.

The medium Sas done her work. The distant in time has become the
present in consciousnessnot through magic, but through drama.

2. EVOKING, NOT DIRECTING

Dorothy Heathcote doesn t direct drama; she evokes it. Unlike most drama
teachers, she.allows the students to make as many of the decisions about what
the drama is.going to be about as is possible. She makes only those decisions
that must be made if what they choose to do is to happen dramatically. One

of the children who had been part of the ship's crew on The Dreamer
noted, as they were leaving, "In other classes the..teacher would first ask us

about our character, how old we were and all that, but she talks.about
.\1

feelings. I like that." His friend added, "And she lets us make decisions; she
doesn't tell us what to do like other teachers."
Heathcote will pften let children decide what a play is.to be about, when it
is to take place, where the scene is to be, and in most cases, roughlj, What
happens. What she will not let the children decide is whether to tay to believe;
she insists that students work at believing so they don't ruin it for others. She
won't allow them to give up or laugh at the whole situation; they must try to
be serious about and committed to the drama. When Heathcote finds children
are making a choice that will cause them problems in their drama, she does
not take the decision from .them but warns them of the new difficulties this
decision will cause. She will not allow them to continue the drama when she
feels that they are not aware of the problems ,they are Causing and alternate
ways to deal with them. She stops the &lima frequently to assess with the
,class how it is going. Wh'en the students disagree among themselves as to what

they want to do, Heathcote lets them sort this out on their own, often
physically turning away from the group to let them deelde. If a minority is
overruled by a majority, she says warmly to the losers something like: "Now,
we'll help, 'cause we know, it will be harder for you doing this since you
wanted to do the other, really."
The main reason Heathcote allows the children so much freedom to decide
the what, when, and where of the drama is that this helps her overcome One
of the biggest problims in teaching: group inertia. She must get a group over
iti initial passivity and started into the drama. If they see their own ideas take
shape they are more ready to participate. After they get started, there is the
20
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problem of keeping them going in a productive way; here again, a group
assessment of how it is going and student decisions help ,stimttlattrilla cresC"

Thus, the children's interests are the paste that holds the drama togethe
Heathcote can and frequently does guarantee to students that the dramayll
be interesting, because Sire knows that if.she does what they want to o, it
will be. She allows the students to-make a decision; she supports tha ecision
ahd then shows them some of the chinks in it, some problems they may not
-have been aware of. Then they make =Other decisicin; she supports that; they
all act on'it; and she shows some more chinks to them. She keeps asking the
group for decisions, and each brings with it a commitment.
There is another reason Heathcote allows the students to make decisions.
She has discovered that an essential element in her teiching is die taking of
risks. She comes alive to a situation and does her best teaching when she and
the students both are moving into the unknown. Too often, we American.
educators take a lesson-plan approach to teaching, not recognizing, as
Heathcote does, the energizing effect of improvising with a class. When
meeting with a group for the first time, Fleathcote often begins a drama by asking
the students what they want to do a play about. Typically, she doesirot
plan
beforehand beyond a moment of beginning. The outcome is unpredictable;
she takes a risk. However, she knows what her own goal is and
imagines
beforehand what responses from the children are likely and how she can use
these to work toward her end. Her aim is aiways to reflect
on those facets of
the experience that are part of the universal lot of humanity.
To illustrate, let's see how-she begins the drama which
introduced in
the last chapter: the sea voyage aboard The Dreamer. She was
asks questions to
start the children making decisions that will lead, before the end of the first
class session, to their,reflections about.leaving. Since this is the first
time she
and the class have met, and she has
not been asked to relate her.eama to
other Curricular areas, Heatircote begins by getting acquainted and:sOlieiting
ideas. "How many have never done any dramatics in school?" Two
children
timidly raise their hands;Then she agks the others, "Do
you enjoy doing it?"
Nods show they do. "What shall we do today then? I
have no plan. I can't
plan until I have met a class. Is there anyidea you.have that you'd
like us to
work on? (I'm asking you the widest possible.questions I
can think of.)" This
is followed by a long thoughtful pause. A few children look at each other
incredulously.
"W4I, let's narrow it down a bit. Let's say there are three kinds of drama.
First, there is drama thatAappens because things happen to people
that they
cannot posiilily controllike 'the tidal wave that strikes a community? or a war
that begins that's none of our doing and that
we could not have avoided.
Another kind of drama is where some ,people start pushing
other people
aroundbig 'uns tellin' little 'ung what to do. And a third kind is where
ordinary people find it tricky just to get on together." There
is anothei pause.
"Now we can choose any of those to start us thinking."
.
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"I'd like a ship at sea," suggests one girL

"A ship at sea," repeats Heathcote slowly. This, is her pattern; it gives
importanee to what the child has said and thereby focuses the attention of
the group. "Are we going to be in a situation of a disaster, which is the first
type of drama? Or are we in the position of big 'uns telling little 'uns what to
do, or are we going to be in the position of ordinary people who .4,nst have a
bit of a problem gettin' on togetherbecause a ship at sea is just a place to
be:" The children sit thoughtfully as she adds, "You need to know how you
.are when you'rein that place to be that
A child interrupts with, "A disaster!" and there are murmurs of agreement near him.
"You'd like a disaster," she says, magnifying the child's soft voice.
"Let's have the ship sink."
Then, from another side of 'the group, "When everybody disappears, then
us kids, we have to know howto take care. of the boat and everything." .

"And we'll be way out in the ocean somewhere, and we have to"several
other voices interrupt him:
Heathcote listens, smiles enthusiastically, and says, "Yes ... yes ... yes,"
looking from child to child. After a few moments of suggestions, she summarizes, "For some reason there are no idults left in the worldin your case
in this ship, if you like the idea of a ship. Can we agree for the moment that
we like the idea of being in the ship? Is there'anybody who says, 'Oh, no!' to
a ship?': The children look-at one another and smile and shrug.'"I'dn under-.
stand somebody that thinks, 'Well, OK,' but is there anybody-saying `No'?"

After a pause, "Right; it's a Ship." Through 'this process she builds committal. The ship is their.decision, and they know it.
There are iim,es when she finds herself with a child or two who decide not

to go along with what the rest want to do. She smiles at sUch children and
tells them to watch until they see a place to come in. Then she ignores them
for a while. Often she will later give such a child an important role with high

status, like that of an outsider who comes into the group in some way
maybe a stranger who wanders into the colonists' village or a person with
special information the group needs.. Suppose this child is the one who
doesn't want to go on the lion hunt the others have decided upon. She or he
can then watch the hunt and, after it is over, expliiin to the group the horror
of what they have just' dOne, killing a creature who meant them no harm. The
dissen ter' can choose to play a part later, after the rest.of the group has begun.
After the group has agreed to a ship, Heathcote's job is to particularize it
and make it come to life. Agafn, she does this with questions. "Now, can you
please tell me how your ship is powered?"
.
"Sail." a
"Yott7d

h sail ship,'" she -repeari.

have to be a prbtty big sail ship."
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She nods agreement. "Well, there were sailing Ships, you know, that sailed
right round the world."
"It could have two sails."
'"It could have even more than two."
"There were ships with hundreds."
"A lot of sailboats have motors also."
°
Heathcote stops them, not tO add more information, but to summarize the
facts they have provided. Again, she focuses with a question calling for the
class to decide. "Is it a modern sail ship or an old-fashioned sail ship?"
"Old-fashioned!" chorus several children.
"It's an old-fashioned sail ship?" Watching the nods, she says, "Tight!"
A child asks, "Is it in old times?"
Again Heathcote turns the deciskn to the class. "Well, I don't know. If it's
an old-fashioned sail .ship, it can be either people who are trying to sail in the
old ways in our time or who,are themselves sailing anew ship in the olden
days. You know, it's up to you."
The studebts all still talking animatedly now. One says, "So it's like an old
ship, and a whole mess of guys got together, and, they just Evought it 'cause
it
was cheap." They laugh.

Heathcote listens"with her pores as well as her, ears," as she describes
itsmiling and saying "yes ... yes ... yes." When there is 'a pause in the
suggestions, she speaks, not with authority but in a tone that leaves the

decision in;the ban& of the class. "Now, I know of a ship in the States which
is lying in want of somebody to buy it and do something withit. It's
one,of
'the last trading ships you [meaning Americans] own. And evidently
the
community is really annoyed 'about it, because outside that ship it says, 'This
shiP came here in good working order fully Manned and with
a full. head of
sail, and because nobody ,wouldh, pay the, docking charge, this 'ship is
dying here ....' So it's not so farfetched as it sounds."
Thik starts the students remembering. "It could be like the Ra
Expedition
where they. were trying to prOve that people could sail in a reed boat."

Heathcote sayS"Yes ... to peove that in the old Way they could have
done this:"
"Like the Kon Tiki expedition that the Norwegians did."
"Right,". says Heathcote. "Which is it going be, then? Did we pia our
money together and buy it to prove to ourselves that we could do it, Or did'
we buy it and make it as a copy tb see if people coUld have done it? Is
it the
olden days; do we genuinely live in the times when everybody
used ships like
this?"
"I'd kind of like to do the olden times."
"What about the rest of you?" Heatheote asks, concerned about the

passive ones.

"I'd like to have Made ii, the ship."
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"As modern men or people living in the past?"
"In the olden days," several say.
.

"Is there anybody who feels, 'No, that's out'?" Looking at the boy who
had suggested that they buy an old ship because it was cheap, she says with a
twinkle, "I know your nose was sort of going like this, which made me think,.
`Ah,.he's not too keen on'that idea:Will you go along with it?" He grins and
nods, and she moves to the next decision: when?
"I don't know, though, what 'olden times' is to you." Laughter. "You see,
olden times is different for each one of us. Now, if I go back in years, that
might be just dates to you. Some people find rrieaning in dates, and others.
<,

._

just hear numbers. So shall I.juit go backwards in time, not lay dates but br
what men knew at each period..You stop me when I have gone'too far back,
to where you don't want to not..-,know about that." Laughter. Then she tells
_the, group_tocome. g bit closer sO they can get a sense of what other people
are thinking. They move nearer'and sit right at her feet where she's sitting in a
low chair. By this time theirposture shc ss them to be alert and eager.
"Unless you speak, I shall just go on going back.

"On our ship we know that there is land covered_ in ice to the South as
wellas to the North, and we have instruments that will take us there.
",On our ship we have to make charts because we do not have charts for
the 6cean.

"On our ship we do not know the _importanceof fresh meat and fruit."
She told her adult students later that at.this point, had she been in England,
she would have. said, "On our ship there were men who took other men
unwillingly," but since she was teaching an interracial group in America, she
didn't want to land herself in the slave trade; she felt uncomfortable doing it.'
In order to protect herself, she did not feed in this idea.
She goes,on, "On our ship we believe the w6rld is flat; we do not know the

world is roid."
"I thinkkwe're too far back", said one boy, and all laugh.
"But yot;didn't think we were too far back over the fresh meat, and they
were both acjout the same time."
Anotheechild says, "I don't think he wants to be that ignorant," and they
laugh again'.

"Right.. Let's work up forward then. On our ship we know the world is
round. That's safer, isn't it?" They nod amid some giggles.
"On our Mil) we know all de continents that today are known. "
Several children sa "No."
"Too far forward?'

-

"Yeah."
"Well, I'll tell you-what. You tell me what you'd like to know, and I'll see
if I can fix a date to it." She goes to the blackboard and writes what they
agree that they know at the time of the drama. She writes, "We know the.
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world is round." Then she says, "So that takes us to around the time
_Christopher Columbus because he knew. He had this idea that he could sail
west and get to India in the east. So he must have thought the world was

round. Actually, he found the West Indies, didn't he? But he thought they
were the East Indies. So we're somewhere around the time of Christopher
Columbus. I don't know the exact date .
she says; either as a British
teacher she really doesn't know, or she is deliberately withholding her
expertise to allow the class to w`in af this one.

,

4

"1492."
"Thank you so much," she says, as the class laughs. 'Right. Not every-

thing is discovered. Could you tell me what isn't discovered?"

"The South Pole and the North Pole." She then draws on the board a map
of the world, leaving off the continents that haven't yet been
discovered.

"Anthing else you'd like to know?"
"I don't want North America not to be discovered, but just not explored."
Heathcote.writes on the board, "We know there is land to the west." Then
she asks, "Is there anything else you'd like to know?"
"We know how to store food, but we don't know what's good for us."
This is greeted with loud laughter.
"Our medicine is-primitive."
"Doctors are scarce."
Heathcote says, Trliey may not even be called doctors:a course. What
were they called? You knew about Columbus; tell me." She's looking
at the

boy who said "1492." The *children laugh and suggest "leeches" and
"apothecaries."She then reads the list uf what they know. They. add weapons
such as muskeis to the list.
Then, subtly adding information, she says, "We're a pretty well-equipped
ship. We probably look back on those olden sailors and say, 'How did they
manage without a sextant or without a knowledge of the stars?.' Now
we need
to knoW why we're on this ship and where we're heading." The class

,

is eager

to deCide. They want the date to be July 26, 1610. Through
Heathcote's
questions the anchor of group inertia has been lifted, and the drama
is ready

to sail.

Heathcote works intuitively, creatively, with technique, confidence,
and
involvement, in a situation where students are making most of the
decisions
and neither she nor the class knows what willhappen
next. She works knowing which decision's she doesn't dare let out of her handssuch
as those that
could destroy the belief of the participantsand which ,she'll leave
to the
class. She takes risks, but she never plays so risky that the class doesn't
sense
her authority and leadership.
As she puts it, "Whatever you decide, you pay a 'price. You always
pay in
one way for what you gain in another." Heathcote knows that when she
lets
the clasg make decisions, she pa5,s for this in that the class
may make

20

26

DOROTHY HEATHCOTE

decisions that are actually uncomfortable for her. However, it she gets their
decisions, she gains their committal; her discomfort is the price. '"It is not
something to regret; it's something to face. What you pay f^r, you get. You
can't get everything all at once," Heathcote reminds us.
Once a grdup has decided what they want to do, the next problem for the
teacher, is how to help them believe it. Heathcote -doesn't build belief by
heaping information on the class, thereby reminding them of the plethora of
facts they don't know. Instead., she does it by carefully selecting those few
&tails that children might have had sOme experience with, and by again
shifting the prOblem of "making it happen" from herself to the class. With
the group that has decided to be a crew aboard a sailing ship in 1610, she
begins by asking them what jobs they do. She lists each person's real.name on

the board and puts beside it the responsibility aboard ship that person
volunteers to take. The class members decide to be lookouts, navigators,
cOOks; there are a captain, second mate, cabin boy, Isech, fisherman; livestock tender, sailmaker, tool and weapons keeper, and ship's carpenter. To
the child who decides on this job, II6athcote says, "Yes, a ship's carpenter has
many jobs; one of them might be to tpake coffins, if necessary," thus.plantine
a clue to possible later action.

They discuss whether the captain-should have another job as well, and
they decide that he should not. Heathcote then reminds them, "AS long as
you want a captain who never does anything, you'll have to be a crew that
can respect a man who gives orders but never does a hand'snturn."Heathcote
then decides to act as filst mate of this captain, who is played by a shorCand
shy girl. Heathcote does not interfere with how the children choose to cast
themselves;, whoever selects a particular role first, gets it..Her job is not to
choose the.best actor for captain, but to make the volunteer-into a captain by
setting her.apart in some way. Then, what the captain says in her tiny little
voice-becomes important, because the rest are listening. The girl has snot
changed that much. She is still quiet .and shy, but lleathcote has given her a
platform and set up a crew to hear her soft words?
One girl can't think of a jo 1.-. for herself, and someone else suggests
.boatswain. "What's- that?" asks another Student. At this Point Heatheote
provides information to help make that role real for the boatswain. "He's the
person. in Charge of everything to do with the ship itself, not the crew; it's
pronounced 'bosun.' She spells it and writes it on .the blackboard. Again,
information,is provided when it is needed.
The sailors then go.about their duties aboard the ship; she stops them after

a few minutes and says, "If you're going to have a ship, you can't use'hotel
names... You don't go up to the sail; you go'aloft. YOu don't take an elevator;
you go below deck down that gangway."
She senses that they can change their vocabulary at this point in the drarna
without jeopardizing.their belief. Except for these diction suggestions, which
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are tp help make the particularity of the ship seem real, she lets the.children
work out their roles*for themselves. They spend the next 15 minutes going
abotit their duties on board that ship, getting it 'ready to go fo sea.
At the beginning o the second session, Heathcote asks the class.whether.
:they want to. just start the voyage .and get the feel of the 'ship and, out of
doing Iferfind out what the crisis will be, or. Whether, they want to deade
first on the crisis. They decide to just start the .voyage. She notes that the
'group has the, same inertia and willingnessto -let her, do all the leading that
they had the day before. She reminds them, "Yesterday we built a ship, and
we built an enthuSiasm tO sail a ship. I can't make you into sailors of 1610;
you have to make yourselves into sailors. If you think it matters, you'll try.
And if you think it s just a pme, it'll never happen. So yOu're at this crossroads that every painter of sculptor or.,artist of, any kiiid comes to, where
You've got your material that makes it possible to go someWhere, and you
don't know yet if it's going to work out. This.is the hard time of creating. Do
you avee with me that you would fike to get the feeling of life in 1610
aboard a vessel that is someone else's dream?" They sit blankly, and A few
shrug; others.nod.
"I don't know what it was like, " ventures one-Child.
"The only way you can ever know is to try to assemble gradually all that
you do know about this period." At this point, Heathcote tries to help them
build belief by selecting just two,particular objects that catf work as symLols:
a slippery, wet deck under foota symbol of danger; and a thick, heavy rope
in the lindsa symbol of work. "I don't know what it's like to stand ori
heaving deck in a stortri with noisy sails, but I have et:ough experience and
enough imagination to concentrate on it so that I begin to know what I think
it.would be like. I. have never liulled myself across a deck that was trying to
swamp me overboard, but I know what rope feels like. And I knoW I would
want to survive, and I know what it'slike to walk up a slope that% slippery. I
.can put all those together .and find out what.it's liketo be on a heaving deck.
But no teacher,does that fOr nieI do it; because nobody else can live my llfe
for me.1 have to live it for myself. There's a whole host of.things.that have
never happened to you, but you can make them happen to you. You'll never
be able to prove that you were right about what acttrally happened. All
you
can prove is that you can_use experience of different kinds and nut them all
together in a new shape and learn something new. Do you see what I mean?"
The students decide they, want to start by hoisting the. mainsail: She reminds,th'ern that it is heavy anethat they will probably be hoisting it for
quite a while. She asks if they've ever held a piece of sailcloth and tells them
it is made of the heaviest linen. They decide they need a song to hoist the sail
by, and they choose "Yo, Heave Ho."
"Now, get sbme rope," Heatficote says. "Rope has a teinperature; rope has
a texture; rope haS a thickness. Take hold of that temperature, that texture',
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that thickness." Here Heathcote demonstrates again that it is. not how much
information you can give studentS that matters. What matters is how much
the little information you 'do give them can do when you focus on it long
enough to let it fill with power and significance.
"There is going to be a sound of stretOling rope .... If you've-got that
rope now, you might feel for a moment the deck beneath Your Tee t .... Get
that sense Of bare-to-the-knee legs, because the feet are always in salt water.

That deck 'isn't a floor; you've got to plant your feet so they won't slip,
'cause this is a moving vessel. The'Firessure of these people's feet on this deck
is affected by the vessel."

She turns to the adults and asks them to tv k the ship. "Give us the
wood." The children, still nervous and
She turns oh them
sternly. "Why are you laughing? I'm asking them to assume the same problem

I'm asking of yop. It's as difficult for them to believe as it is for you." All
stand quietly-, holding the r'ope in their hands.

"Giie the order," she .says to the second mate. So comes the child's timid
voice, "Hoist the mainsail." The song begins, "Yo, heave ho''; the children
start to pull; the wood creaks.as pens-are. pulled across the ridges of radiator
vents by adults on the sidelines. The gong gets louder; the children work in
rhytli'm. Then shouts Heathcote in a booming roar of a voicenow clearly
acting in role as the first mate, "Pull, men! Come on! Keep going!" Then, in a
harsh, flailing tone, "Up, you lubbers! Pull! Get that sail up! You've got
another fifty feet, you lubbem! r;et on with it!"
At this point -the children begin to look at one another in, confusion.
Where did this tyrant come Crom? Seeing this, Heathcote immediatelY comes
out of role and .says warmly, "I've taken over a rather harsh tone as first
mate. See if, as I do that, something can happen between us that makes me
know that you'll obey orders, but that you're human beings, not animals to
be talked to .like that. Let me know by your looks .that you're warning me
that I better watch it, even as I warn you that this is a workihg ship."
So they all go back into role, looking grimly at one another and at her as
She shouts, "Come on, hoist that mainsail! Faster!. Faster! Come on, you
lubbers!" Then, finally, "There she goes nOw." By this time, the students are
actually puffing; they stop and sigh. There is i long pause. The first mate says
quietly, "Well, now you've got 53 other sails tolet up. You five, bring out all
those sails. You," looking at another group, "turn the capstan." Then she

comes out of role to inform them about the "shape ahd function of the
capstan; comparing the work of the seamen to pushing a heavy turnstyle.
Before long, there are three working groups: one turning the capstan, the
others hoisting sails. She asks each group to develop its own rhythm and
chant and repeat it over and over. Soon, while she is shouting.as before,
"Come on, you lubberi!" one group is saYing in a low tone,"Pushshsh
Pushshsh . . . Pushslish," as they turn the capstan roUnd; another is slowly
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calling out, "Hoist the sail! Harder! Harder!" and->the third, "Kill the mate!
Kill the captain!" The shouting gets louder under the cover of simultaneous

noise, and in the shouts'is buried thc seed of the later action. For on this
second day of the drama, the shy girl who chose the captain's part the day
before has not come to class. They have decided not to replace her,
but to go
on with the first mate in charge. The Mystery of a ship setting out to sea
without its captain at the helm haunts the crew. Before the end of the
houran hour in which one group have been loudly shouting, "Kill the
mate!
Kill the captain!"they decide that the captain has been murdered:
that's
why he doe,sn't' come out of.his cabin.

Belief has been built by focus on the particular, on a few specific tasks
aboard ship and a few physical objects on the ship's deck. There
is nothing
vague about the drama that has now begun. It is precise and real for the
students, and they know it is their work, their implicit ideas made explicit in
a shape they can sense. They are no longer embarrassed children standing
weakly, laughing nervously, or feeling foolish. They are laboring
seamen.
They get the sailg up; they swab the decks; they take shifts

on the lookout

and at the ship's wheel, in the- tiny hammocks of the
crowded sleeping

quarters and in the steam and noise of the galley. They fish and mend sails.
Heathcote stops the drama to have each child report on what she or he
does during free time aboard ship. She 'introduces and:defines
the mord
"scrimshaw" to the sailOr who has been carving. When one girl saysshe5s been
writing in her diary, Heathcote,says, "You'll have to aslci yourself how
a man
who is sailing with no officer's rank came to be able:to write.
in 1610. There
may well be a reason, but it was not corrimon for a man'in those das
to be
able to write and be in such a low position." This StartS %lively discussion of

the diary writer's past. Again the information is introduced at the point

where the children need Wand not before. Heathcote isa master
at withholding her factual expertise;:at building a need for information befOre'she loads
it on the child, -and in some eases, of simply leaving the implications
unstated,
the ends untied, so the class goes on Wondering. She resists
'the teacher's.

eontinual temptationto tell all she knows.

For example, at the end of this secOnd hour of drama, the ship's
crew have
found their captain, the dreamer; dead. Doroth)-?. Heathcore
has them lay the
body mit on the deck for' all to- sce.,Then she
stops thc drama and recites
Whitman's poem "0 Captain! My Captain!'" which she learned as a child.
0 Captain! my Captain! our fearful trip is done,
The ship has weathered every rack, the prize we sought is
The port is near, the bells I hear, the.people alI exulting, won,
While follow eyes the steady keel, the vessel grim and daring;
But 0 heart! hedrt! heart!
'0 the bleeding drops of red,
Where on the deck my Captain lies,
Fallon cold and dead.
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0 Captain! my Captain! rise LIP and hear the bens;
Rise up-for you the flag is flung-for you the bugle trills,
For you bouquets and ribboned wreatha.-for you the shores acrowding,
For you they call, the swayingonass, their eager faces turning;
Here Captain! dear father!
This arm beneath your head!
It is some dream that on the deck
You've fallen cold and dead.
My Captain does not answer, his lips a're pale and still,
'
My father does not feel my arm, he has no Ptilse nor w'
The ship is anchored safe and sound, its voyage closed a CI done,
From fearful trip the victor shirt comes in With object ,1 n;
Exult 0 shores,, and ring 0 bells!
But I with mournful tread,
Walk the deck my Ca Plain lies,
Fallen cold and dead.

The class is hushed. She says softly, 9 didrei realize Walt Whitman' was
writing about Abraham Lincoln When I first learned itt I always though t it
was about a captain like Nelson dying in the Middle of a 1.)attle."
"I don't understand how it's Abe Lincoln," Puzzles a Student.

"Well," suggests Heathcote, "Perhaps it's sernethini you have to think
about a little:"
"When you're in bed," says one boy.
"Yes," agrees Hcathcote, "when you're in bed it will cs.,rnr! deur. You
know, some things you can't understand by asking; you.have to just sit and
think 'ern mit."
A "But he got killed in a theater."
"That doesn't mean he wasn't a captain," says another ehild.
"He was the captain of the country," came a boy's str6na voice.
"Oh, yeah?,How is the 'country a ship?"

Heathcotek muses, "And he died rhen the ship was safe jiome
Hrnmm .... I don't know what the difficulty'was that the country had just
.
overcome."
"The war; I think that was the difficulty,".
"Um humm," says Heathcote, "and slaverY.''
One child says decisively, "I think-What Whitman rneantovas that the War
was over °now. and everything was done. Abrallain Lincolnhail..done what
he'd &earned about dding and everything was safe then, but lie died just after
it was over."
."What about Martin Luther King? Was he a Captain?" asks Heathcote.
"I've heard he had a dream." The students rod. "How far hakd his ship gone
when he-died?"
"Half way."
"I. don't think it had even gone half way!" says one tall, black girl. "He'd

just got'started."

.
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Ileathcote adds, "He'd started his voyage: Was the ship sound?"
"Yes!"
"Is it still sailing, or is it resting in a harbor somewhere waiting?" she asks:
"It's resting."
"No, I think. it's still going."
"It's still.wheft he left it," comes a' strong; cynical.voice.
"It'sclike a captain trying to get a crew for a ship-Everr once in a while he
gets someone7one man after one man until
Then Heathcote; sensing.that the time for this session is nearly over; stops
them abruptly: "And you are in the same position in America with Martin
Luther King as you are on this ship with our dead captain: You're
spending
time finding who's at fault when you 'could be going on with .his dream. I
don't km* whether that's true in America, but it does.happen in
England."
This brings the group right back to their problem in.the drama--1whether
to
try to find out who murdered the captain or to go on following his
dream.
Although Heathcote very mUch:wanta to have the classjollow
the dream, she
doesn't load the question. The class is free to cheOse, and they .choose
to.find
the murderer. So the' next and .final day's session focuses
on finding out Who
hai killed the captaln.
At the class's suggeslion, Heathcote starts the session by handing out
a slip
of -paper to each student. As in the old parloi game "Murder,"
one slip has
the word "murderer" onit; ihe others are blank. For the rest 'of the
peiod,
.the child Who picked the marked paper has the burden .of nat letting others,
know that she or he killed the captain:and of deciding why she or he
it.
The rest of the class has the problem of finding out who did
it and what they'
are ioing to do with the murderer when they do find out.
As first mate, Heathcote says she'll leave the'. body of the dead captain'
stratched out on the deck while they go about finding the murderer:
"I'm not
coVerin' this body even though I respect it, 'cause whoever killed
.

.

is.
gonna' loOk in his dead eyes Whenever he passes on this deck.'im
Mid.
everybody's gonna' take a stint at sittin' by im."
'So the crew.takes turns sitting by the body of the captain, one of

.

-

the adult
viewers who Ips volunteered to lie stretthed out there: The, girl
who had
volun teered tctl be captain on the 'first day has not returned.,The
seamen go
about their jobs quietly, eyeing one another suspiciously
as they turn thirigs
over in their minds. The tension mounts. TheY, accuse one another. They'
devise tests to find the Murderers. One by one they put their
right hands on
the' Bible and
sweanon,this Bible that I did not kill the captain." They
decide to work in teams of two to keep an eye
on one another and note
anything suspicious. DOrothy Heathcote is as much in the
dark as the rest as
to who did the deed. They read the captain's, diary; they
look at his charts,
whi eh map a voyage hp
unrnapped seas.
When,,a few minutes before the end of the hour,
none of the tests has yet
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revealed...the true murderer, Heathcote asks the class whether they would like
to go to bed, close their eyes, and have the actual murderer get up and sit by
the captain in the night. They agree 'and all sit or lie with their eyes closed:
...One quiet-girl steps forward from her bunk and sits beside the captain's head:"
,Heathcote rings the bell softly for -dawn, and all the steamen open their eyes.
They, look. There ls tt long pauseg

-"So that's who did it!"
"No wonder she said she-didn't want Co kill any more."

-"She's the one"
"She never said anything during the conversations about:"
"Get rid of her!"
"Throw her in the sea!" They're shouting now.
"killing her won't do any good, 'cause that makes us all murderers, 'cause
we will have killed soinebody."
"Why did you do.it?"
. "Yeah, why?."
oThe comes the murder's voicequiet, steady, thoughtful: "He never had a
dream. He told, me he never had a dream. Those chartsthey led io nowhere.
He never had a &cam." .
"Then what was the purpose of the charts?"
"Then why did you come?"
"I didn't know it 'till I got on board; then he told me. And I killed him,"
"Why did he tell you?"
The firSt mate asks, "What did he tell you?"
.
"He told me he never had a dream. He just wanted to sail away."
"Where?"
"He didn't know. He just wanted to sail away."
"What would happen when we'ran out of supplies?"
"Have you proof?"
"Did he say whether he cared about what happened to us?"
"Why would he tell you and not anybody else?"
"I don't believe her!"
"I believe what she saysl" says Heathcote solemnly as first mate.
"So do I!"
.
"That doesn't make her any less of a murderer."'
"I believe. it."
"WhatI_want to know is why he told her."
The-,first mate says, "It was in his diary."
"ThroW her overboard!"

.

.

"Forget it!"
"All we can do ifanother murder happens on this ship ig blame it on her."
.

"What?.So we leave her on board to kill another one of us?"
Here Heathcote stops the drama, and they talk about what has happned.

,2 7
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She congratulates the murderer: "You handled that explanation very well."
"It was a super reason for killing,"says one girl.
They ask the murderer how she'held it so long without telling. They ask
her how she felt when she had to swear on the Bible. She says, "What I said
was,I did not kill a captain,' not 'the captain, because by that time he was
not a captain to me."
"Here we, all believed he had that dream, and the ship was labeled The
Drehmei:"
"But if somebody had said he knew about the dreain,.you know,- then she
would have had to change her reason."
r'
Heathcote agrees. `,`Then she couldn't have used that. She was so clever.
She used the one reasCin we couldn't possibly go against. It was,a reason I felt
dint somebody would kill, didn't you? Could -yOu believe that somebody
might kill because they found that the person they had thought was all big
inside had suddenly become small, had no stature at all, because although he
was a captain and had status, he hadn't the stature inside to be a captain."
"Wouldn't any explorer in the ,olden times have risked the lives of all the
crew?"
"Any man with a dream might take you where you're in danger. You
might want to.kill him to,save yourself."
Then4leathCote comes back in a clearly rougher voice as first mate, "It's
made me realize that
never sign aboard a ship again without a memory
that makes crne look at The captain very; very Closely. It'll affect me every
time I go aboard:"
The children through their own choices have become seamen facing a
murder. Drama happens -not became they go through motions or follow
techniques btit because they, like all other human beings, have a fantastic
capacitythe ability to identify. No human being, even a murderer, is so
berefit ,thaC we can't find a way to get inside him. Ileathcote uses drama to,
help children understand human experience from We inside out. On 'this
ship's deck she has stood solidly between all that has happened before and
what is now. She has evoked at a gut level the drama of our humanness.
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you have never used drama as a teaching tool, theta is no clear, clean
heginning point; there.is only what Dorothy Heathcote calls "edging in,." You
&aye to start from where you are, and she frequently reassures-teachers that

"whereveF you are is all right." You begin by figuring out what minimuth
conditions you need- to feel successful as a teacher. As in any teaching, your
own condition is the first and most important element you begin with. There
sre two other realities that teachers must take account of: the condition of
the class and the nature of the material pr subject matter.
Heathcote suggests that you begin by examining very honestly your own
cgndition as a tcacher. There are' at least six areas in which she feels each.
teacher must determine her or his own threshold of tolerince:
1. Decision taking
'2. Noise
6. Diitance
4. Size of Groups-)

.

5. Te-aching Registers,

6. Status as a Teacher
When a threshold has been crcased, a teacher loses poise, control, and
satisfaction. Therefore, it is up to each teacher to know just what her or his
own security requires, so as to keep from crossing a crucial threshold.

One threshold is the proportion and kind of decisions you can comfortably let students take. As we noted in the last chapter, Heathcote
finds taking risks a bracing challenge and typically works in such a way that
the students themselves make most of the decisions about what the &arm is
to be about and its time, place, and plot. She wants them to learn to make
decisions and to understand the rewards and demands that come from them.
Her planning prior to the drama is supplemented by fag thinking on the spot
as she examines the implications for the drama of the decisions the students,

have taken. Thus, she rises to the tension of improvising and solves the
problem.of group inertia at the same time.
34
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However, Heathcote knows that other teachers may well need more

specific' plans and may need to keep a higher proportion of the decisions in
the:r own hands. She never says to teachers, "Do it my way"; rather, she says,
"Do it my way if it doesn't matter to you which way it goes. What you need

to know is what decisions you don't dare let out of your hands. Don't give
away decisibns 'that will land you where you don't want to be, and don't play
so risky that the class doesn't sense your authority." Thus, if yoti need to
know your material before you start a drama, you would be ill-advised not
to
keep in your own hands the decision of what the drama is to be about.
You
should not feel guilty about what you can or cannot do; it's not a question of
what you should do but where you stand and what your thresholds are. If
you know that solidly, you will know the conditions for Your security and
effectiveness as a teacher. Without this, you lose your belief in what you are
doing and you cannot be successful. The important thing is to determine for
yourself how many decisions you are willing to risk entrusting to the class.
The noise threshold is the point at which we feel the students are making
too much noise or the wrong kind .of noise. HeathcOte's panic button on
noise is the point at, which it is changing the children's goal. Although
she
knows that noise often suits the dramatic situation, she wants only noise that
fits the purpose. She knows that you get mbre and better tension if
you don't
have uncontrolled noise; often she will stop a boisterous scene to reflect on
the feelings it evoked. She never deliberately works toward noise, and when
it
occurs, she examines its effect and permits only that-noise that can be
justified dramatically. She is also honest in admitting that if you have a noisy
class, you lose status as a teacher in England. You would in
many American
schools as well. Heathcote engineers a quiet-handling Of drama partly to give
drama a. good image.

.

To determine your distance threshold, ask yourself as a teacher how
physically and .emotionally close you want to be to your students. Some
teachers' feel the most comfortable when telling students what
to do, when
setting tasks for them in a formal way. This traditional teacher
stance builds
distance between tlie -teacher and student, which is an important source of
confidence for many teachers. Again, you need to decide for
yourself what
your threshold is.

Heathcote prefers to reduce as much as possihle the distance between
herself and the students; she likes to become involved with them, to pick up
signals from them and to get into their minds as much as possible. She wants
to sit close to and look right at students, touching them when the drama calls
for it. She does much of rher teaching "in role," as one of ill
characters in the
drama, imiosingcin herielf the same problems of believin and improvising
that she asks of the children.* She is as much a receiver
as a giver of signals
when working with a class. Her distance threshold is
very close to her. The
.,

*See Chapter 11, "Using Role in Teaching."
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advantage of this intimacy is that students continually, feed her, and she is
close to -where they are and whatthey are thinking and feeling.,She can
quickly assess their social health by watching to see whether they can look
the teacher in the eye, share space graciously, and forget themselves long
enough to give themselves to a group task. This closeness has disadvantages:
there is no es-cape from involvement, nor is there the built-in authority that a
more distant stance brings.

For some dramas, distance is precisely what you want, of course. If you
want' individual differences to emerge and do -not want the elass to have a
sense of the group, then a good way to get this is to seat them in desks that
isolate individuals. Some roles that you assume as teacherthe foreman at the
other end of the walkie talkie, the governor of the colony, the supervisor on
the telephonedemand that you be physically distant from the group. If you
are used to a typical", distant teacher stance, this kind of role might well be
what you choose as you ease yourself into drama.
You may ask, aren't teachers too caught in a traditional telling role-or too
committed to formal teaching and maintaining distance to ever begin to use

drama? Heathcote would say no, that any teacher can employ dramatic
techniques even if she or he just sets-tasks from a position of authority. The
important thing is that each, teacher know what she or he is ready to try. She
even recommends that you begin by starting drama the last.5" minutes of a
class period if you are worried! That way, you won't have to go.on with it if
it isn't working. This is what Dorothy Heathcote means by "edging in."
Shuilarly, you Should work with a size of group that is cdmfortable for
you. Some teachers start by breaking the class into small groups; others keep
ie whole class together at first. Heathcote prefers this latter because it helps
coagulate the group. Then, too, she can get basic signals from the class of
their interests and-the level at which material can be pursued. She wants to
find out quicklY which students are timid about their opinions; who, if any,
are the scapegoats; how children respect one another's ideas; and how they
function with hcr.
However, her main reason for keeping a class together is Mat she's committed to helping students get the idea that drama is about what's underneath
the action. She knows most of them won't get to that Vointto the universal
inherent in the particularwithout her leadership. On the other hand, once
they have had that experience; they'll know it forever.
Heathcote leels very safe worling with large groups at the beginning, and
she feels other teachers would find they, too, feel safe if they' tried it. Nevertheless, she won't push theni until they feel ready. Again, she tells teachers,
"Be;Very honest about what size group works hest for you. Don't say that
just because I work best with large groUps, you should too.. You'll just plan
rather differently if you feel more secure with small group work at fcrst.l.'
If you work by dividing thc class into small groups, you pay, in that you
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won't be able to signal the quality that is within you simultaneously to
everybody in' the class. You will have the problem of spreading that quality
around, and that is hard tO do. Once you have the class broken into small
groups, one group might make a decision that the rest are not ready fora
decision that you might regret but have to deal with because.you chose to let
it happen. You cannot back doWn after you have told the group they can
develop their own drama.
Heathcote had this problem dnce when she was leading-a group in a Stone
Age wedding. The girls were giggly, and a top priority for her became getting
thosegirls to stop giggling. To work with them, she separated them from the
boys and started wedding preparations. The boys were at a7different believing
level and did not need herhelp, at this Point. So she deliberately cut herself
off from half of the class in order to deal with the giggling. The price she parch
for this decision was that the boys took a direction she had not predicted. It
was a decision which she knew was absolutely right for them, but which
completely changed what the entire group was,doing. So, of course, she had
to accept that change.
They were plannin; a wedding, but the boys from 'the start didn't want a
wedding. The bride was the oldest, most sophisticated-looking girl in the
class, but the bridegroom was the littlest boy. So Heathcote went away'with
the girls to get ready for the wedding, which they agreed should be in white
bearskin. She worked on the giggling, getting them to stop laughing at what
they were doing and to startbelievingin the bearskin they were sewing. After
!ittle while, the boy who was to be the bridegroom came.over to her and
tapped her timidly on the shoulder. He whispered,"You know,-I'd rather be
dead than married." She said to himdoing a quick double-think, but knowing she had no right to deny him this decision"Well, it seems to me that if
you're hunting a bear, you stand a good chance."
When she said that, she knew the wedding was over. He went away and
was instantly mauled- by a bear and killed. That was the price she paid for
dividing the group. So she- turned to the girls, who were in the midst of, their
wedding preparations, and said somberly: "I'm sorry, but-that which was to
be a happy event is now a tragic one." She did not laugh, nor did the girls. If
you break the class into groups, some of which are.working without you, you
must be prepared to deal with the decisions they make.

By teaching registers, Heathcote means the attitudes you ,employ in
putting yourself at the service of the class. Her definition is not the more
common definition of "register": "social variation in language use." It's not
that she doesn't employ this kind of register. She does; mainly when she
teaches in role as one of the characters in the drama. It is then that she uses
one of the widest ranges of register as commonly defined-that I've ever seen
a
teacher use.* In role she assumes an appropriate socioeconomic class dialect,
*See Chapter 11 for more on teaching in role.
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providing a model for the pupils to follow in extending their own range of
language registers. She can move up and,.down the socioeconomic scalefrom
htirnble to powerful aqd backvarying her dialect and posture as the role
demands.

When she is talking about register as a threshold, however, she means.
something More Mclusive than the range of language registers or social variations in dialect that a teacher uses. She means the attitude implied in the way
the teacher relates to the class. This attitude can be exhibited whether or not
the teacher is in role as a character in the drama and, if irkrole, in any dialect,

tone, or social variation in language appropriate to the dramatic situation.
Here are soMe of the teaching registers Heathcote uses:

The one-who,knows register is a register Heathcote uses very seldom. It
says to the class, "Now, you listen, because. I know this." She saves this
regiger for those times when students are destroying the work of the drama
and she knows that they can't go on that way and have anything at all to
show for it. She'll say: "You're laughing at it; I'm sorry, it can't go on like
that.". She stops the drama because she knows that the class has torn up their
work. She uses the one-who-knows register primarily to preserve thefluality
of the drama. I have seen her use it at many Such times as Ole beginning of a
video-taping or filining session. She says to the children, "Don't look at that

camera after we .siart, 'cause if you .do, I will not allow this work to be
shown, and that's a promise." Then ihe lets them have a last look at the
camera and introduces, the camera crew, who tell a bit about what they will
be doing. After that she tells the class that from now on, neither those
cameras nor tl.ose camera.operators exist.
The would-you-like-to-know register is a gentler one-who-knows register,
in which she invites the class to request information:. She seldom provides
historical facts unless the students ask for it, the drama itself demands it, or
she is absolutely certain that it will not jeopardize their belief. If the students
indicate that they do want to know what actually occurred historically or
would occur in the present in a certain circumstance, she gives them the facts
if she knows them. If she doesn't, she tells the class that there are records

they -can look at that will give them answers to their questions. She
frequently does historical research on a question right along with the students.
The I-have-no-idea register is a favorite register of Heathcote's for evoking

responses from students. She thireby plucks the class out of the familiar
stance of trying to guess what's in the teacher's mind and frees them to
explore an idea with her. For example, she does not ask a class in a one-whoknows register, "What is sand?" If she did, many children could not answer,
because they do not know its constituents and they assume the teacher does.
To this question a child might respond, "I can't begin to deal with all that;
the teacher 'knows too much, so I'll just keep still." So instead of asking,
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Heathcote assumes the I-hive-no-idea register and slowly picks up an
imagined handful of sand. She lets it sift little by little through her fingers,
saying, "I've never been able to understand how sand came to be." Now the
child's mind can work. Heathcote's I-have-no-idea register has left the pupil
room to wonder with the teacher.
In the sux:ester-of-implications register, Heathcote wonders with the class

in a musing tone, presenting alternatives of action in a nondirective and
open-ended way. She'll say something like: "I don't know how you're going
to settle. You don't have any credentials as you enter the country. How .-do
people.introduce themselves to otleir people who didn't ark them to come?"
rit thiiregister the teacher becomes a restless spirit recognizing where a class
is and seeking where they can go, now that they have arrived here. The
teacher provides a balance between what has just happened and what might
happen next.

In the interested-listener register, Heathcote listens with her whole
presence. She clearly signals to the children that she is taking in whatever

they have to say and is pondering, not pouncing, on it. This register is another
rare one for.teachers. Usually they listen just long enough_ to pick up clues for
more direction giving, saying, "Yes, well, the thing you should do about that

. ."which isn't.really listening at all. We need to respond by taking in or

repeating whatever a child says, letting her or him know that we're thinking
about the words.
Ia the '17/-get-what-you-need register, the teacher puts herself at the service

of the class, making sure that their ideas get. implemented. A teacher
of
younger children may actually become the carrier of things the
students in

role need. For example, she Or he might find them a blanket, or might say, "I
know where you can buy some food for the Queen's baby." Teachers of older
students tend to carry ideas and information when they are in -tbiS" register.
"We shall have to go to the Cotinty Clerk's office to look at the deed."
Heathcote sometimes assumes the it's-no-use-asking-me register. She will
deliberately withdraw from involvement when she knows, the drama is going
well . without her or when she feels the class can function better without
depending so heavily on her. She frequently uses a-As register, like the
others,
when in role, turning the responsibility for what happens in the drama
back
on the class.
Heathcote uses the devil's-advocate register only when she is clearly
signaling to the class that she is not speaking for herself, but is hi role. She
finds this register hard because it sounds as if you are speaking for
yourself,
and if the students think you are, it's harder for you to put the good cards
in

their hands so they will win. She wants to engineer an interaction with
students whereby they are dealt the good cards. If she thinks the children
are
getting confused as to whether she really holds the position she is
advocating,
she immediately comes out of role to reassure

3
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Once Heathcote was doing a play with five-year-olds who had begun their
drama by finding a baby left on a doorstep. The group, was going from house
to house knocking on the door. Each time Heathcote would answer and be a
different woman, saying, "No, it's not'mine"; "What a terrible thing!"; "No,

I'm sorry, Ldidn't lose one." Finally, when they came knocking on a door,
plaintively asking, "Have you lost a baby?" Heathcote said in a fierce, witchlike voice, "No, but I've always wanted one!" She grabbed the doll-baby out
of the aims of a startled child. Then she came out of role and asked the
children whether they wanted her to be a witch who gets the baby.""Yes!"
they shouted eagerly. Then she asked whether they wanted to win the baby'
back in the end. Another enthusiastic "Yes!" At that point in the play, she
didn't want to worry the children too much, so she held the baby as anyone
would, only a bit harder. Later in the drama she could hold it up by one foot,
because by that time they were really winning against the witch and were
more cer'ain that they'd get the baby back. She prepared them for winning
by suggesting that to get the baby back, they'd have to have stonger magic
than. she. Then she went about her work in her house talking loudly to herself ,
about how her magic rules were in her book here. She later asked them,
"Where's youi- magic?" This is an example of feeding good cards to the
children. Once, the children had an idea how they would get the baby back,
Heathcote started teating the doll roughly. "Hey, look at her! Look at what
she's doing to that baby!" Right away they started saying magic spells. She
bolted the door against them; they hurled stones at the door. She started
looking through her book. "I want a piece of magic that shows me how to
turn babies into witches." The five-year-olds said, "She's trying to turn it into
a witch!"
"We ought to stop her!"
"Let's freeze her hands."
After ,a bit of this, they couldn't come up with anything more on their
own. Heathcote came out of role and asked, "Do you want to get my magic
book?" They did. "You're going to have to be cleverer than I am to get my
book." Then she went back into role, still playing the devil's advocate. "I
think I'll take my book outside today and read in the shade." So again the
children had been dealt a good card. They could win. The devil's-advocate
register,was a pretense; the children knew it, and they felt free to fight against
her in role.
Heathcote uses the devil's-advocate regis;er whenever she wants to get a

group united .against kr. When she succeeds, she can come out of role to
congratulate them on their effective expression of feelings. She once had a
group of fourth graders who wouldn't let anything happen to them. So she
came in as the mineowner and said, "You're in my, mine cottages. Come
tomorrow morning at six, all your children over eight years old 'are going tb
be down my mine." After a fcw.thoughtful moments, one boy said,'"I'll send
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milie down if you'll send yours," and the drama had begun.
Using the going-along register is what Heathcote calls "letting the class go

past." In this register the teacher appears to be agreeing to whatever the
group has decided. It is in this register that Heathcote often assesses the
dramatic potential of a class's decision and decides what her next register will
be.

.

--.,

There are other reg:sters, of course. The important thing for you to know
is what your moist comfortable registers are, which register is the most
appropriate for what you want to happen, which register you are \in at any
moment, and how to signal to the class that you are in that registe . When
you switch registersy- you need ,to know, that you can't expect th same
response of the class". Each .teaeher will have an individual set of teaqiing
registers. Your register threshold separates you from the type of register
you
dare not move into because you feel uncomfortable with it.
You have to determine what status as a tecicher you 'must preserve in order
to want to return to teaching the next day. What do you have to get out of
an
experience .in order to want to continue? For Heathcote, the status she has
to carry home is the conviction that people found it interesting working with
her. When she gets a rejection on this one, she goes out on all fours,
metaphorically speaking, even though she may look the same. What you need
to know is the minimum response you must get from a class to maintain the
status you require. If you let things happen in the classroom that cross your
ltatus threshold, you are in th-e worst position possiblefonyou and the class.
-'
When your status has been shattered, you need' to talk with someone
about it. Very seldom are teachers encouraged to talk abont their problems.
In many schools it's considered bad manners, to share, in such a place as the
teacher's lunchroom, a feeling that you've just made a fool of yourself.
Heathcote firmly believes that the first job.of a principal is to make sure a
climate is created in which teaching problems don't get shoved under a rug.
Otherwise a teacher may get.the idea that she or he has problems, but
nobody
else does. What actually happens, in many schools, is that principals
create a
climate where the real concerns of teachers don't get aired. Instead of
concentrating on how to change teaching patterns and thus solve
problems,
teachers too often fall into the easy trap of not looking at their own methods,
but blaming the learners: "That Karen Jonesis impossible!" One of
the most
valuable safeguards Heathcote knows is to have a co-teacher watch
and take
notes on everything you do while you're teaching. Then you do the same in
.return. This opens' an area of self-perception and communication; it frees
both of you to share problems.
,
Many teachers have no one outside the school they can share their
problems with; lacking this, they often come into school with broken wings the
next morning. If they have someone who shares their concerns, they
can '
assess what went wrong, decide how to avoid it, and stop feeling guilty. They
,.
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then can get to the point where they can shrug and say, not "I'm a failure as a

teacher" but "That was that; now I'm going to try it this way and see what

happens!"
It's not enpugh to know where you stand and where your oWn thresholds
for security lie; you must also get to know the class. Each class has a different

conditiou and potential. It's no good wishing you always had good classes.
Some groups are simply more difficult to manage_than others. Heathcote has
observed that.American children have less M a "herd-like" quality as a group
than English children do. American children have more initiative. They also
have an "I, I, I" approach ,that poses the problem of leading them to balance
their personal,desires with those of otheiiso that they'll- end up with a "we"
experience., This'is not to say that American classes are more difficult than
English ones. It is simply that each presents a different kins1,6f problem.
Both the "herd-like" quality and the "I, I, I" quality are problemsare conditions of the class that have to be recognized and overcome if drama is to

s

move.

Through the first questions she poses to a class, Heathcote tries to assess
what she calls the "content level" at which they can best work, the level of

complexity of experience 'with which they are capable of dealing; For
example, when'. one group of.children decided to do a play a' bout stealing the

Mona Lisa, she asked whether it would be easier to get into the Louvre at
night or in the daytime. She was really asking, Wouldn't it be more fun to get
in at night? When the children eagerly said, "Let's do it At night! Oh, yeess!"
she knew- they were answering on the feeling level. If the group had had more
experience, she would .liave asked instead: "At what hour of the day or night
would the Mona Lisa be least likely to be best guarded?" Then the students
would have had" to base their answer on calculationfor example, knowledge
of guards,. or of th e. floor plan of the Louvrerather than just on feeling'. She
assesses what the condition of the class is and what facts they are going to be
able to use as she asks the questions that focus the drama.

Dorothy Heathcote has worked with classes in every conceivable conditionnot.only with so-called "normal" children in the Newcastle schools, but
'with inmates in reform schools, prisons, mental hcApitals, and wards for- the
handicapped. Where tile group is' and what it needs determines what she
decides to do.
One time she was working with five mentally handicapped children who
z,

posed a problem that might daunt any ordinary teacher. They ran away
whenever they became anxious, which was moseof the time. They. were used
o living in isolation; escape into quiet corners was the only way of coping
that they regularly, tried. Heathcote wanted to trap them into new
experience, so 'what she did was tO literally tie them to her, with pieces of
elastic tape. They couldn't escape then inte their abyss of nothing; they had

to stop and bump into her and each other. They couldn't ignore that strirof
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telastiz, With every group Heathe ote isilboking for an,elastie of some kind that
will trap thern into facing something they:ye not faced before.

With another group of severely retaided ,children, she tried bringing i n-an
adult man Who was dressed as a dereliet, unkempt and wild-looking. The
presence of this hopeless ztharacter evoked,sympathy and helping behavior
from Children-who had only been the reents of help before.

'With another kroup,of children wholiad been cared for all their livesthis,
time spasticsshe brought in an adult I tied in a box. He was cramped
up,
rolled in a ball inside a box barely arge enough to hold him. The class
.awkwardlyjstarted to help him get out Then-they painstakingly showed
him
how to sii on i i;hair and how to w9sfi and groom,himself. They
were trapped
into the new experience of sharing, with a helpless adult,many of
the skills .
they had pdinfully learned despitethe frustrations of
an, undependable
nervous system. His need of their help evol:ed respOnsihle behavior.
She takes any class from where they are. One day she found herself
with a

class that, by reputation, was .one of the hardest to teach. She
went in
knowing this and found on the blackboard these word's: gangsters,
gambling
den, robbery. She assumed this was what the class had been doing with.the
previous teacher. That teacher had left the class so upset that he decided not
to teach any rtiore. He simply didh't want to Spend the rest.of his life bawling
kids out like that.
:
Fleathcote girded up her loins and decided she was not going to be undone'
by this antisocial group. She got to the classrckorn '10 minutes early
and
cleCided to arranke the desks so, that no Child could push
or shove another
this was one of their problems. Slie knew thatif she arranged the children
in
this way she, would lose the chance to get 'at the dynamics
of the group
(which she usually.wants. to ,find out first), but she dec:ded
this was a fair,
price to pay for the advantage of ensuring that they wouldn't
just come in
and fight, as whs their custom.
After she 'got all the desks arranged, she thought, "Hurnm...
if I put just
.one desk in the middle, that's a tension." She didn't know exactly why
she
put it there, except that when thbse kids came in', one of them
was bound' to
ask, "Hey, Miss, What's that for?" Then she would
adswer, "It's for you."
This would, of course, be a risk, and she had no idea at that point
what would
happen, beyond that. As it turned out, the boy who first asked the
question
.was not one of the tough ones; he.was a rather quiet boy. She made
him sit in
the middle. She had thought she. would ask the class to tell her what they
thought might have happened to make one person have
to sit by himself like
that, but she didn't- because as the rest of the...class
came in, they asked,
"What's up, Miss?" "What's goin' on here?" At that
point Heathcote looked
up at the phrase gambling den and thought, "Great!"she
was teddy to
begin.
.

.

.

Assuming the role of one'of a group of men, she looked squarely
at the
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one in the middle and Llid. "You have played cards with every one of us this
night." She had asked herself, "Why is this bloke isolated in this gambling
den?" She knew that his isolation was a symbol of something. She went on,
"You've lOst money to every one of us, and you're not leaving until you pay

.

up." Then, after a pause and in a less threatening tone: "He's lost twe.tty
quid to me." She turned to another class member: "How much does he owe
you?" This one =gas too good to miss. The kids who wanted to be tough guys
were plunged into a drama where they could be just that.
It was not long before this antisocial group began to work on the problem
of how to-get what they wanted. One said, "Look, you, we don't mean you
any harm, but You're not leaving until you pay."
He said, "Well, I have a Ford Torino I could sell."
"Where is it now?"
"It's parked.down in front."
_"Give us the keys."
Heathcote asked, in role, "Are you sure he owns it?"
"Hey, where's your insurance?"
"I haven't got it on me."
..
"Guys like hini never have it on them."
"Well, how are we gonna' prove it's his own ear?"
"Well have to go to his house."
."And what's the missus gonna' say?"
"She'll just have to face it. He's not comin' back till he pays."
.

Heathcote, wanting to heighten the tension by seeing to it that their

_

problem isn't solved easily,:said, "Well, you can't believe wives. You never
know if they'll tell the truth or not."
"Well get one of his kids. Kids tell the truth."
"She'll never lc t one of the kids out at one in the morning."
At this point, then, this tough .elasS is.. focusing on the problem of how to
pursuade a mother to trust them with her little boy to go ctown.and tell the
truth for his Dad. They've been trapped into a new experienee, just as surely
as the mentally handicapped children were trapped by the yards of elastie
that tied them to Heathcote. The class with a reputation kr a. total inability
to cope :With one another had been led "to .figure out how to deal with the
Problem of truSt. Heathcote didn't have to worry now about how to end the
drama. As long as the stUdents were interested in it; they wouldn't let the boy
in the middle .go hOme. This drama went on and on, stiying fay the saine area,'
exploring the relationships among this group of men. Because it stayed in one
spot; there was, time for the relationships to be explored. The boys needed
the adult, not to "direct" the play', but to engineer it so it stayed long enough
in one place to build toward.something.

Withont an adult, children's dramas tend to be episodic, a set of
adventures with no time.for the build-Up of tension or the eiploring of what

\
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lies between people, of that aura. that can befelt in a human situation. When
Children produce, fast-paced plays (Scene 1, The Battleship; Scene 2, The
DungeOn; Scene 3, The Pub; Scene 22. ..), all you gef are four lines and
Barn!
the climax. This is what children see in television cartoons; it's also what they
think they're seeing in the theatre, and all too often, therre right.
As you have seen in the previous chapters, it's only when you deliberately
plan. to have the drama stay in the same place that the children have to pull
out new information, are trapped into new experience. This is when
they'
plumb to what they didn't know they knew. It's only When children
have to
fight for answers that they find their own resources. If they don't
Want the
drama there, they stop struggling and get 'edgy. Then you know you must
move on,, because they're at the end of the resources and you mustn't let
them spiral into failure. 'The trick is to know the condition of the
etas's. Then
yoti can push them into an area where.they discover
resources they have not
yet touched, and can avoid moving them to where they
are adrift because
they have lost their moorings. You must ,work With . an awareness of the
thresholds of.both the teacher Ind the class.
You also' need to take account of the nature Of the material. In
many
.American
classrooms, particularly in the juniOr and senior high schools, what
you do with classroom role playing is expected to fit into- a specific art a of
the curriculuM. As a teacher, you may decide that
you want to use drama as a
way into an area of history _or.a particular piece of literature. If this is the,
case, obviously you don't begin by asking the students what they want to do
a Eilay. about. If your goal is 'to relate the drama to specific Subject
matter,
you take that limitation as a starling point.
Not only your starting point is'differenW the direction of the
drama is
limited by the:.fact_ that if On lare relating it to.specific
written material, it
must not contradict that 'material. You have to realize that if, for
example,
you want the facts in an historical sense, you'll have to give up some
emotional depth in the drama. There's no way to:get both
a. large nufnber of
accurate.: facts and deep feelings ,at the same time. When You
move, as
DorotbY Heathcote do'es, into a humanities side of experience,
you work on
what a specific object or event symbolized; You use whatever
information the
children haveno matter how, inaccurate or anachronisticas
the'grist.to get
into what the event feels like to the people who live through it. If
your goal is
to recreate an historical -event or period with authenticity,
you do it at the
expense of depth of feeling.. Again, this iu not sOmething to regret but
something to face. What are your priorities, and ere
you willing to pay,the price of
. getting what you are going after? This is. thecluestion you must ask.Obviously, if you give top priority to historical accuracy, you put yourself
into the one-who-knows register more often tlian
you Would otherwise: An
example of this can be seen in a five:day drama that Heathcote did
with a
group of English nine-year-old students:whO "covered" 1,200
years of

DOROTHY HEAT HCOTE

hiStory: Her goal wao.to help the Class understand this historical concept: It is

by chance that things survive, but when they do,:we want them to continue
to survive. She began by having the children laboriously create a medieval
document to use in the play; they decided it would be ;.1 Bible. Each child
took a Biblical passage to copy, using .pens with niV. 1e quills, and .to
illuminate ornately on a page of the. manuscript. In order to do this, the
children had to scrutinize carefully copies of actual medieval documents.
Wathcote ,assembled a classroom library. which included a copy of the
Lindisfarne Gospel and the Book "of Hours of the Duc de Berry. She also
showed slides of illumitiared pages- of The Book of Kells. In the one-whoknows register, Heathcote introduced a great 'deal of information about
Anglo-Saxon mSnuscripts. By .the tiMe the drama began, the childrelf had
,invested a great deal of energy in the book they had created, so it wasleasy
for them to accord it importance. The drama then centered-around tracing
the losing and finding of thii book through 1,200 years of history, ending
wisth the.present time.

Early in the drama, the class decided that the person instrumental in the
saving of the book would be The bastar& son of a feudal lord. (They wanted
this partly because it sounded very grown-up, of cout4e.) The boy was to have
found the book just after the Battle Of Hastings, in a place where it had been

hidden from the Danes two centuries earlier. They had no idea where an
outcast child would have grown up In the eleventh century, and in their
sympathy for him they put him in an orphanage. It was at this .point.that
Heathcote broke into the drama in the one-who-knows register and said,
"Listen, in those days children were not thought of as they are today. There
were no orphanages, though there were always kind people:who would watch
a child. Many children just fell. down holes between people because nobody
would take responsibility for them. So it'S no good you making up something
that couldn't have happened at that time. If you want this play, to be true, to,"
the historical sense"and this was her top priority, since she'd been asked to

do this as a history project"you'll have to do it this war." After the drama
was over, the class, asked: "What happened to all those children nobody

witted?"
"I don't know," she confessed, "but I io know that ail through time in
England there have been records, of children and what happened to them. I
know vuere I can lay my hands on some." This became her next material,
and the children began a new reSearch, this time not to find out-how pages of
medieval manuscripts looked, but to see what had been written about unwanted children.

e

Aftvr they had examined historical records, the next question was: "How
far have we come today in our caring for children?" After they discussed that
,a bit, Heathcote pointed out, "Somebody built this schOol. It is evidence Of
their caring. This building epitomizes sor... of the values they held when they
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built it." That led to a close examination of what the school symbolized,

,

what its structure and decoration told them about the values of the builders.
The children Legan saying, "You know, I've never seen my school before.
I've never looked at it properly." Then came a tour of the school, so they
could actually look at what it symbolizedthe ideas of their parents and
I educators as to what learning was about. They began to look at the library
books, saying, "You know, these Cost money. And. somebody chose these
because they wanted children to know about this, dr they thought we'd be
interested in it. They,cared what happened to children." So although some of
the depth of feeling for the baitard son back in the eleventh century was lost
by Heathcote's interpolation of historically accurate material, the children
were given a touchstone for experiencing the present differently.*
Sometimes the nature of the material establishes parameters for dramatic
activity. You must know these limits before you begin. Arnied with this
knowledge and a clear recognition of the limits imposed by your own condition and that of the class, you are ready to "edge in" to using drama.
*For more on this use of drama see Chapter 17, "Code Cracking: OthenAreas."

A

4. FINDING MATERIAL:THROUGH BROTHERHOODS
t,

Dorothy Heathcote laments that teachers waste so much energy worrying'
abOut where to get material for drama. She has-discovered an effic:ent way of
finding it through a deft bit of lateral thinkingshe jumps sidewaya through

time and across social strata, hanging all the while onto one constant or
element in.a situation. She calls this system for finding material the Brotherhoods Code. No matter what she or a class irdoing, she can say; "We are'in
the hrotherhood of all those who ... .2' For exarriple, if ihe-is.garrying in her
dapghter's breakfast, shesays to herself, "I am in the brotherhood of all those
who serve another's needs," and immediately she has dozens of images at her
fingertipsfrom a waitress at a drive-in to the servant of the king.
-By keeping only the inner experience itself constant, a person can span all
time and circumstances, all social strata and age groupings. Instantly into a
teacher's hands come dozens of situations in which the inner experience of
the, Participants is the same.

SOCIAL STRATA

HISTORICAL
PERIODS

Lower
Class

Middle
Class

Modernlimes
Middle Ages
Classical Age

Preclassical Age

Primitive Times
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Upper
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Royalty and
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For example, if you gasp, "I've cut my hair off, and it looks terrible!" you
are in .the brotherhood Of all those who find themselves with exactly what
they asked for: the robber with the stolen jewels, the bridegrooth at the altar,
young Arthur "with. the sword .Excalibur freshly wrenched from the stone,
Salome 'With the head of John the Baptist. No matter. what you are doing,
you can ,say to yourself, "At this moment I am in the brotherhood, of all
those .who ...." and find yourself leaping to events that might took radically
different on the outside, but on the inside; feerthe same. We.can identify
with
those, all throiigh time, who have been, in this brotherhood. The
external events may. differ, but .the underlying significance for people is
similar.
Wherever you are, you can limber up on this Brotherhoods Coa.
For

example, if you are wearing a necklace, you are of the brotherhood of, all
those who choose to adorn themselves. How many different people adorn
themselves,' and for, how many different reasons?. You are in the same
brotherhood as tribal warriors ritualistically dressing for the battle, or actors
preparing for a play,. or Cleopatra getting ready for her journey down the
Nile.

Thus, a teacher can look at a etasr and very quick)), get an idea for a drama
that *suits their behavior and interests. Fo: example, if she 'or he
meets a group
of boys who are all sitting around in a disguntled mood, the teacher may

think: they are in the same brotherhood as Men, with a problem sitting in a
pub, a group of miners facing a shutdown, or a motorcycle gang finding
out
that the race they just finished wad riuved.
One value of the Brotherhoods Code is that it.enables you to transcend
quickly the notion that drama is acting out stories. Because any story is
about relationships among people, you will find dozens of different
dramas

underneath the top layer of any story, underneath the story line. Each

separate drama is the link between the story and the brotherhood of all those
,ighp have beenin that same situation.
Heathcote illustrates this with the story of Cinderella.* The story line .or
surface tale begins with a lade girl who finds herself with
a. dad and two'stepsisters and 'an ugly 'stepmother' who does not love her. Then,
in story
terms, she finds the sisters going to a ball that she can't go to. Then her fairy
godmother comes; and Cinderella finds that she can go after all, but when she
gets there, she isn't too good at watching the clock. So she
runs away and in
the process loses her glass slipper. Then she discovers that
the prince's men
are looking for the lady Who wore the shoe, and she tries it
on. Of course, it
all ends happily ever after.
To be sure, the story of Cinderella has those eve ts in it, but that doesn't
make drama. You don't need a story to get drama. A
story may help you if
*See the film Dorothy Heathcote Talks to Teachers, Part 2 (listed
in bibliography,
p. 236).
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you need that feeling that you know where you're going. But where you are
going in teaching is not to the end of a story, but through the story to an
experience that modifies the children. Heathcote is not saying that stories
aren't good for children, but that drama is not trying to get through a series
of events.
How does the story of Cindeu41a become drama so that the children learn
anything?.To get at this, we can Wok at how Many things Cinderella is really

about. I find myself with two sisters who are mean tO me. It's about that. I
find myself having to come into a house that suddenly doesn't belong to my
..own mother any more. A strange lady is washing up the dishes. It's about
that. Heathcote once asked a group of boys, "Hey, what's Cinderella about?",
They said, "Cinderella is about a man daft enough to marry a woman who :
only likes her own kids, Miss!" So it's about that as well. A group of 17-yearolds said, it was about a fairy godmother who set things up but was neyer
around When you needed her. When they did their drama, they explored how
fairy godmother ever knows the results of her actions, and whether or not a
fairy godmother might be more useful just as a person who liitens. To a group
of police cadets, Cinderella was the story of the guards of the prince and their
attempts to persuade their charge to have another look around. This is why
playwrights can use the same material and find a million plays; they don't
deal with the story line. Instead, they ask, "What is implicit in the relationships of the people, in this situation?" In classroom drama, too, this is what

we have to get at when we try to use Cinderella as a starting point for
learning.

Heathcote once met with a group of young women, all unmarried and all
pregnant. What is Cinderella about for a group like this? It's about a girl who
hasn't any stockings to wear and two girls who have stockings and are not
going to lend them to hgr. So Heathcote has a girl get down on her knees and
start. scrubbing the floor while the others jeer and chide. Cinderella is about

what she does when that 'happens, and hoW she feels. If you care abont
thatand those girls who are pregnant do care about thatthen you don't
want to move on to the.next part of the story too fast; it is staying here that
makei something matter. It's staying here that helps the clasT to reflect.*
Staying in one place may sound very dreary, but Heathcote knows it is not. It
simplk means the group takes the drama at their own pace, not the teacher's.
If they want to stand and swear at one another for a while, the teacher has to
allow it. As Heathcote puts it, "I can't make a lot of 18-year-old, pregnant,

unmarried women. do what / want. All I can do is help Cinderella modify
where they're at. It may help them to dream about wearing preity clothes
again. This might move very quickly into another area that begins with "If I

could ask the fairy godmother for anything, it would be ...." Thus the
*See Chapter 8, "Dropping to the Universal," for more on reflection.
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drama moves into what we call "the left hand of knowing.'
As a teacher, Heathcote knows Cinderella is not merely a story line to he
followed, but a safe way to give those girls a chance to get rid of anger at
being pregnant. When the story has used itself up for that need, Heathcote
will know because the class will lose interest. Then she might have a chance to
drop to a universal human understanding and say, "Do you think Cinderella
had anything to be angry about?" Then she could use the Brotherhoods Code

to find her next material. Who else had a good reason to be angry like

Cinderella? She and the students might then explore the implications of the
idea that Cinderella' is in the brotherhood of all tbose who have suffered-at
the hands of their siblings. So their next drama might well
be like the one in
Lillian Hellinan's The Little Foxes or in the story .of Esau or of Joseph.
The potential for finding material through the Brotherhoods Code is
multiplied a hundredfold by the fact that in any given moment you are in
touch with not just one, but many different brotherhoods. For
example,
when yOu are washing dishes, you are in the brotherhood of all those
who
cleanse, which puts you in touch with a primitive Maori washing
gourds, a
soldier cleaning his gun, or a priest performing a ritual baptism.
A dishwasher
is also of the brotherhood of all those who work with their
hands and their
utensils, so he is one with a goldsmith making jewelry,
a chemist mixing
solutions, a surgeon wielding a scalpel, a witch mixing potions. As
you sit on
a bus you can say to yourself, "I am in the brotherhood of all those who find
themselves in transit; of all those who must be prepared to wait; of all those
who must make a journey; of all those who
can fold themselves up; of all
those who will possibly -meet stiangeri; 'of all those who
are going into the
unknown; of all those who are prepared to see what the outcome
will be."
When the Apollo astronauts sit in their small traveling
world ready to blast.
off for outer spice, they, too, belong to many different-brotherhoods.
They
_are of the brotherhoOd of all those whd_willko, will be responsible.
They
are
of the brotherhood of all those who cannot get
out until the time comesjust
like the chicken in the egg. They are of the brotherhood of
pr lose who
-must trust other people to have' built well, and of all
those
who
can hear
voices from the airand that puts them in touch
with Joan of Arc. They are
of the brotherhood of all those who have the
courage, of.all those who fear,
of all those who must not turn back, of all 'those
who may not returnrof all
those who understand toolswhich takes
us through all time sidce the Stone
Age. They are of the brotherhood of all those who
will venture, of all those
who carry their houses with thembe they
modern-day
iteaders in covered wagons, or Moses and the Israelites. campers, homeEach situation is
pregnant with hundreds of brotherhoods, each of which leads
you to more
material for drama.
*See Chapter 14, "The Left Hand of Knowing."
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.The great value of this Brotherhoods Code is that it enables a teacher
quickly to find a common ground between two seemingly different acts. Thus,
a group of men working with crude tools to hew a.cross and a group of men-in leather jaekets with stockings over their faces putting bullets into a gun are

in the same brotherhoodthe brotherhood of all those who are preparing for
another's death within a convention appropriate for their time. As a child sees
the relationship bet;veen one experience and others which are like it in some

important respect, the experience is illuminated by the light of that corn-.
parison and a way into a new situation is provided. This new.situation might
on the outside look far removed from the child's own experience, in either

time or circumstance. Yet, because the people in that situation are in the
same brotherhood as those who are familiar, the child can focus on the
common element long enough to identify..
In any drama, the isolation of one factor that a s.tudent can relate to
makes focus possible. Without this focus a situation is.less significant, less
dramatic, less tense. Because each of the brotherhoods focuses on the inner
significance of the outer act, each containi within it a potential tensiOn.*
After a' drama is over, Heatheote and the class can use the Brotherhoods
Code to isolate a significarit element in that drama and use it as a link to the
next one. After a drama of Galileo, for' example, Heathcote may say, "This
man was in the brotherhood of all' those who deliberately 'Set themselves apart

by what they believe." Thus she is able to help the students think.orniany
other circumstances in which this element is a significant one and choose one
of these for another drania. By using the Brotherhoods Code, she can change
the outer circumstances and make the next drama seem different because
externally it is about something else; still, internally, it can be about the same
thing. The Class can stay. 'in the same peace at their deepest level of identifica:.
tion and yet not.feel they ire circling around the same material. By coming at
the problem in a new way with new material, they can gain a fresh perspective on it.

The Brotherhoods Code is Heathcote's way of getting out of the trap of
story line and into the rich fullness of all of human experience. She no longer
needs to wonder about where to get material for drama.
*See the next chapter and Chapter 12 "Theater Elements as Tools," for more on how
to build in and develop tension, one of the essentials of drama.

.
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5. FROM SEGMENTING TO DRAMATIC FOCUS

Either the curriculum prescribes or thee class members provide a general
subject for a drama: the Middle Ages, an airplane crash, modsters, hospitals,
pirates, pioneer days, King Arthur, witch-es, the Civil War, China, Indians,
mountaineering, being rich, a space trip, the Olympic Oames. How 'does
Dorothy Heathcote make a broad, general topic like this workfor the class as
a drama?
She begins with a two-step process. First, sbe very quickly thinks of all the
various aspects-of the chosen subject that she can. This she typically does in
her head, not with the class. She Calls this process "seginenting" and diagrams
A
it like this:

Each segthent is an aspect of the lives of the participants in a drama about the
general subject the class hag agreed upon.
Heathcote's second step ié to take one of the segments and, through questions, to arrive at a particular moment when the essence of that experience is
likely to be the most fully recognized. The questions she poses lead the 'class
.
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to the moment of beginning.

Let us go back now to segmenting and see how-it operates. Heathcote
urges her adult students to practice throwing up segments, thinking Gf a
general subject and then listing all the common experiences they might expect within that way of life. Segmenting is something that can be learned
slowly, anytime and an: There, without the pressure of the presence of a
class. However, segmenting with a class in front of you needs to be done very.
quickly. Heathcote warns her teachers not to worry if in some cases only one

segment comes to mind. That is enough for a start; if that's all you've got,
you simply have to take t and make it work dramatically. However, the more
you can imagine, the less you care about the one you have taken, the less you
are married to your own idea, and the more open you are to considering
which segment.will work best for this particular class.

Heathc'ote has found'it helpful, as she is bubbling up the segments of a
subject, to think of those areas into which any culture may be divided. Often
eacli area will suggest a segment of a certain general idea. Here are the areas
Heathcote has found useful (for these she acknowledges the influence of
Edward T. Hall's classification*); commerce, communication, clothing, edu-

cation, family, food, health law, leisure, shehet., travel, war, work; and
worship. All material for drama embraces some of these; so with a little
practice a teacher can learn to segment general ideas into usable parts very
quickly.
Let's look at a couple of examples of segmenting. If the general subject is
King Arthur, the segments might be these;

Training

Leisure

Travel

Symbols
and Names

The Round
Table

Tournaments

Promotion

Castles

Clothing
Traitors

*Hall, Edward T. The Silent Language. Garden City, N.Y.: Doubleday & Co.,
1959. Chapter 3, "The Vocabulary of Culture." Here Hall distinguishes 10 primary message systems.
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The teacher, chooses the one segment that lest -suitti the maturity, behavior,
and interests of the class. For example, a teacher who decides her first graders

.are ,ready to enter the segment of training is going into that aspect of all
culture we call education. What (does a knight in Kipg Arthur's,time need to

know? How to clean his armor and don it, how to sheath his sword and wield
it, how to ride a horse and hunt garne, how to kneel before and address the
king, how to conduct himself at the Round 'Table, how to worship at the
cathedral, how to Make the castle safe during a siege, how to live under
Arthur's law. The teacher will start with the more concrete aspects of training
and PrOiress to aq ever more subtle understanding of the Middle Agesall
through dramatizing the training of a knight. The daily tournaments and
banquets (at.milk-and-cracker time) might well go on for weeks, with a new
event each day to give them a new face. Queen Guinevere has lost the child;
there is a new knight to be initiated; .the crops have failed in the drought;

they prepare fOr WhitsundriY mass; the scop has a new song about the King;
a
servant is accused of stealing bread.

If a class wants to do a play about killing the President,* as a group.of
delinquent boys in prison once did, Heathcote quickly sem. ents this idea intO
everything she cart think of that has to do with assassination. She does not
reject their original ideaafter all, she asked them for it7-although she knows
that it is an antisocial act they want to perform. What she wants most is
to
harness the class's energy and drive; obviously they have chosen killing the
President beeause it has in it some "kick" for them. These, teenagers in the
first crush of being men want to be known as "tough guys," and killing
the
President sounds like a brave thing to do. By letting this group do what they
want, Heathcote is at first actually reinforcing their antisocial desires, but she
knows that she can work through these to expand the range of their present
understanding of what the act means. She can get to the point where she can
say: "Now let's look at what you've done. The President is dead. What do
you suppose is happening inside you, and what happens to the people
imitiediately concerned?" They will be trapped into facing living with a
murder on their conscienee, the problem of succession of power, and the
feelings of a family bereaved. this in turn can lead them to examine their
ow n valu er.

As soon as Heathcote gets the boys' suggestion for a drama, she segments
that general idea into all the aspects of it she can think of. The pie diagram at
the top of the next page represents the sum total of what she's capable
of
imagining at that moment about killing the President.

*See the film Improvised Drama, Part I
(listed in bibliography, p. 237).
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After segmenting, a teacher is ready for the next step, which, is to choose
one of these segments and ask the class enodgh questions about it that they
can all arrive at a specific, particular momentone with a pressure or tension

of soine kind in itfor the beginning of the drama. This is a proess of

dramatic
focus

t--
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The more'segments a teacher has thrown up, the more flexibility is possible
in the _selection of one that best suits the needs of the particular class. Some
segments will obviously be more suitable for a class with poor social health,
or for students new to drama. Others will demand a more subtle and complex
involvement and thus be appropriate for a more mature or experienced class.
To find the segment that most interests and suits the class, a teacher asks
questions. If the class have 'decided they want to do a play about pirates, the
teacher can ask them what a pirate looks like.' If their idea of a pirate is
a fellOw with one eye, one leg, and a hook for a hand, then the teacher knows
that the segment of being pirates to zero in on will be the da.nger:
A teacher can also size up other clues to help determine which segment to
use. For example, he or she might look at the physical arrangement of the.
human bodies in the room. Are they close to one another, touching each
tither comfortably, expectantly 'looking to the teacher for leadership? Or are
they isOlated in desks or chairs, sitting apart from one another, aWaiting
information or direction? Are they clustered in little groupi, indicating the
'Closeness of stlgroups within the class? Are the boys sitting separately from
the girls? Then the teacher can take in their postures, facial expressions,
willingness to allow and respond to eye contact. All of this information helps
him or her decide which segment to use and what limits will be imposed on
the beginning moment of the dramas The condition of the class determines to

a large extent the shape of the beginning moment.* For example, if the
-children are separated from one another in the classroom, and if their skill in

using language is not very developed, it is no use finding a focus for the
beginning of the drama ..14at demands that they crowd together and talk.
Instead you win them to closeness and talking by lettilg them stand apart
and be quiet first. So you choose a segment that can begin with pan tomined
movement to build up experience from the inside, hoping this Iv ill lead to a
moment when talking comes.

If a class is hyperactive and a bit antisocial, then you're going to have to
put them in a situation- where they have to work together and cooperate and
listen to Orders. Thus if they choose to do a drama about pirates, you don't
begin with the segment of a raid of another ship at sea (though the children
might like to start there), because you )(now all you'll get is a lot of fighting
and punching. Instead you start by having the crew work together to prepare
for the voyage, battening down the cargo and storing the provisions. Then
they all have to work together to get the sails up. These activities use their
hyperactivity bui begin to modify their antisocial behavior. Before the end of
the drama, yod hope to give them their kicks for long enough to win them to
listening to one another, to cooperating on tasks rather than shoving one
another about. You lose the class if you let them fight firstalthdugh there's
*See Chapter 3, "Edging In."
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no denying that _they. may be saying by. their Behavior, 'We're good at
fighting." Instead, you promise them the fight they are seeking, but you tell
them they will need to wait a bit first. The fight will come when you 'can
'trust the class to tarry. on that fight with control, with an awareness of its,
cOntext,..with a discipline to keep it believable, and with a restraint
appropriate.to tha situation.
In the '"Killina the President" drama, Heathcote does not choose to
draMatize 'the life of the President. She feels this group adelinquent boys is
not ready to identify with a President or his complex political world. Instead,
she chooses the segrnent of gang loyalty, and out-of that she moves to the
focus for the opening moment. She asks the boys where their gang headquarters is and how, they can keep themselves unknown to the police. After

they decide on all the particulars, Heathcote asks, "How do you get past
tharlie the doorkeeper and into the' gang's hideout in the warehouse?" The

boys choose apassword, and the drama begins. Each boy in turn comes to the

doorkeeper and is let in. This beginning has enough of the elements of

mystery and toughness to appeal to the. class. Out of this beginning,

Heathcote is able to move to another segment, that of skills needed to kill,
and asks: "Who's clever enough to fire that gun?" and "Will you have the
patience to wait?" So now she has moved from the general idea of killing the
President to. its segments, has chosen one of these segments that suits the
condition of the class, and has used questions to get them to decide on a
particular moment for this segment to be realized and symboiized. This
moment is the beginning. When Heathcote needs to move the drama on, she
has at her fingertips all the segments Of the subject she has thought or. She
can select one of these and from it develop a new"draniatic focus.

Getting the drama going and keeping it alive is not Heathcote's goal,
however. She wants to use the drama to develop the boys.,So the instant she
can, she tries to drop the level to get at what is fundamental and human in 'this situation, not to make the outside of the drama or the development of
the story better. Since drama is a means of using our experience to understand the experience -of other people, Heathcote often stops the drama or

enters it in role and drops its level, demanding reflection on what is

happening. If the class can't at their present stage of development handle this
reflection, Heathcote moves back into the events of the drama andiooks for
ber next chance to drop the level. Perhaps she'll ask students to take turns
telling each other how they feel about what':. happening, or to think about
the implications of what they've chosen to do. This deepening of the level of
the drama is the one thing classes cannot manage without a teacher, and the
one thing Heathcote is committed to effectirg. Without this dropping to
universal human experience, Heathcote sees no point in drama in education.
Let's see how this-might work in the drama about pirates. The segmenting
of the general subject might look like the one on the next page.
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If the aiwct of danger is chosen, then Heathcote, in the role of the

sea

captain, ziught begin the drama:-"All right, you labbers, if
you can show me
you --e.,an get aboard my ship and hoist those sails without the usual
co'rnplement of arms and legs, then you're OK as far
as I'm concerned." And of
course they can, because .that's what they were asking for to begin
with.
Then, the first opportunity she gets, Heathcote.will drop to the
universal with
a musing reflection, such as: ."I wonder why. you keep
on going to sea when
you know it's so .dangerous?" With this, ,reflectiAn and with it
volume
development have-a chance to begin.*
.

-In a heater performance,

getting to the pariicular, the sharp dramatic
focus, the small end of the funnel, is the end of the process. It is assumed that
the auclience can do the reflection for themselves. In
àclassroom drama, the
end point is the discovery of universal-human experience, the
reaching of a
. deeper insight about the significance
of tie act or situation in' the drama. In
most cases classes cannot reach this endpoint without concentinted
teacher
guidance. The teacher can show them the significance of thinga
that might
otheiwise seem insignificant The teacher can move the class from
a general
idea to a dramatic focus and then to a universal.
*See Cnapter 8, "Dropping to fix Universal" for more
.

on this. -

6. LEADING THROUGH QUESTIONS

-'_One 'striking feature of Heathcote's work with classes is the speed with
which she geta the group'drive going. Within a very-few minutes, she has even

the most recalcitrant Or inerCmembers contributing to a discussion or
participating in group decisions. How. does she do this? ThroUgh 'the Use of

carefullyhoned questions that are honest Solicitations for the ideas of the

group. I have never heard Heathcote ask

'a characteristic teacherquestionkme loaded with the.heavy impliCation that she knows the' answer
and is just asking to see whether, the student knows it as well. Nor does She
:ask those phony questions that begin "Don't you think ...?" or "Wouldn't
youlike.to
?" Heathcote's questions are real, and she does not reject the
responses she gets. Whenever she asks.a question, she is prepared to take in'
and deal with whatever comes.
Questionins;
is her most imPortant tool. This.doesn't mean she does;_mit
_
have ,othei ways-of getting ,the group drive 'ging; she uses a wide range Of
;.
nonverbal signals, symbolsand heroWn contributions of specific information"
or ideas. In Using all of these'stimuli, howeirer, heugoal is the same: toget the
--class involved in, committed:to, and finally reflective about aAlraMa that
exploressigrificant human experienCe.
-Heathcote is sensitive'th the difference between a threatening/question and
a freeing one. A 'threaten;ng one is like Jhe -kind of question illustrated in
John Holt's HOw. Children Fail.* The Child tries to deal with this kind by
guessing at the answer-the teacher wants, -the only right answerwhich, of
course, the child may, riot know. At this point, the pupil is too-anxious abont:
failing to think creatively about the range_of responses that are possible. A
freeing question, on the,other hand,;is one kir which the teacher clearly signals-

-1

.

there is no one right answer. He or she poses as a Person. curious and
wondering and asks the Class for help..In this way the teacher takes rank and

status out of the 'question and frees the 'Child to wonder, too: "I just can't
*HOlt; Johri:, How Children Pail. New York: Pitman,1964. 181 pp.
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imagine . . ."; "I've

often wondered ..."; "You know, it seems ro rue ..."; or
"I have never understood why ..."
Since Heatheote uses statements as well as questions to evoke class
response, for the purpose of this chapter I am defining a question the same
way she does, as any verbal utterance that signals that a response is wanted. I
have known Heathcote to use at least seven varieties of such utterances:
QUestiOns that seek information or assess student interest, including
ThoJe, that define the moment
,

Those that stimulate research in books or other document or call for
asking adults for information
Questions that supply information
'Branching questions, which call for a groui decision between alternative
courses of action
Questions that control the class
Que:tions that establish mood and feeling
Questions that establish belief
Questions that deepen insight.
The last three kinds of question will be discussed and illustrated in the next
two chapters. Let's look now at the first four kinds; with examples of each
that I have seen Heathcotc; use.
The first kind of questions seek information or assess student interest:
What shall we do a play about?
What must you take with you?
What are we going to ao about it?
Where is the door to the rocket?
What things shall we take with us from the .wreck of the plane?
How many horses do we need?
What kind of food do you want to take with us?.
ti Where w-ould you like the magic' carpet to take us?
What jewels do you want to steal?
How should we' plan the robbery?
What part of that story is the most interesting?
Where, did the assassin come from? .
.

Do yuu remember the way we finally, got oui water problem solved,'
when we organized it?
Do vou reMember what it was likc the first day we arrived in this land?
By that suggestion, are you asking to be scared?
In asking a question to assess student interest, keep tbe wording as bland
and broad as possible,wifliout overstepping the bouhdary into vagueness. You
will know if you ha fe crossed this line because the class will be bewildered as
to how to respond.
Heathcote typically begins a drama session by asking the class fOr as much
informatio,i as is consistent with her teaching goal. Once, for example, she set
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about to help a group of nine- and ten-year-olds understand the meaning of
the words: "A nation is as strong as the spirit of the people who make it."
She wrote the words on , the blackboard and began by asking what they
meant. Then she asked the children to help her decide-how they could make
those words come alive in a drama.
All through a drama Heathcote asks questions which are requests for information. In this way she gets an idea of-What the children are believing. If a

girl is obviously cradling something in her.arms, Heathcote will not ask, "Is
your baby wellr bnt rather, "May I help you with that burden?" Thus she
lets the child tell her what she is carrying as she respcinds to her offer. When
you're seeking information, the goal is to keep front giving any clue as to
what response you expect and to genuinely accept and act on whatever
information you
°act. inforniation-seeking questims defines the moment:
A subgrdup ofthe
Where might we all be together in this vili.,.ge?
,
What time of day,is it?
Are we carrying anything?
What Niill we all be doing?
WhaOs the weather like?
Where do you think we should place the stove?
How are we dressed?
What do you suppose it is like on Mount Everest in a snowstorm?
What problem is uppermost in our minds?

Do you want to pack up your supplies in your rucksacks now?'

The particulars of the moment must be precisely pinpointed at the
beginning of the drama. It's no goodif all the participants are not in the exact
spot, at the same time of day, and under the same circumstances. If the class

feels that a drama calls for half of them to be cowboys and the other half.,
Indians, Heathcote pushes them to decide in which camp they want to be at
first. If they decide to ,be in several =different places at once, Heathcote ,
immediately moves into a role that unites them. She might become a captain
of a dlsahled space=ship, radioing each of the-places to see whether they could
help her land. Heathcote's instinct is to ask questions that unite the group in

time and problem, even though she grants their right to chooSe to be

separated in place.
A second subgroup of information-seeking.questions age those that stimulate research in books or other documents or call for asking adults for infor-

mation. A class is encouraged to find the answer to this type of question
,either before or after the drama:
What did poaches look like in those days?
Where does Chicago get its water supply?

wonder what sort of reins a horse might have had in the French
cavalry at that time?
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Do you have to pay for water in the United S,tates?
How cid a Roman housewife dress? Exactly how big is a bed?
Where does a Navajo woman do het baking?

When her goal is to stimulate a netd for facts and an interest in texts,
Heathcote deliberately sets up a situation in whicli the class needs to know
more.* Although she doesn't start with a plethora of facts as a basis for
drama, she will frequently let the emotion generated =by the drama lead
directly to research. At these times., her goal is to use the drama as a stimulus
for fact gathering.
A second major category of questionsis those that supply information:
When you have collected and sterilized the medical supplies you need,
may I please inspect thern at this table?
How many gallbna of water should we take on the journey?
If we do decide ro use TNT here in this mine shaft, we'll have the
obkm-Of-getthfg-the men to safety, won't we?
s Does anyone know if we still have the canary we used to use to test for
.

.3

gas in the mine?
es Do you want to use my kiln when you're ready to fire your pot?
Do He need a lookout?
Have you found any of that manna God promised us?
Would they have had a ceremony for something like this in those days?
Have you heard the order to fire the rtgorrockets yet?
You're actually going to ride that tall horse?
.
Well, why are you carrying ions gun if you do not intend to move in
anger against these people?
Are we well supplied with blood plasma?
Instead of directly.giving the class 'facts they need, Heathcote will focus
dearly on the immediate problem or task they face and ,word her questions
so
that the decisions she posei have embedded in them a great deal of specific
information. This makeathe class feel as if they know without being told. She
will call unfamiliar tools by name and pantomine their 'use. If Heathcote tells
a girl who is a seaman on board to wash the sextant and the,child starts to
.

scrub something that is flat on the floci, she clearly has no idea .what a

sextant looks like. Then Heathcote hands her one, pantomiming its telescope
shape with her hands and saying, "Leave the rest of the deck.eleaning to the
others, lad; Can't you.see this lens and these numbers are all dusty?" As she
asks her question, 'she is supplying information by outlining the arc of a
sixth of a circle mounted on ihe telescope.
A. third kind of questions, called branching questions, call 'for a group
decision
between alternative courses of action:
:.
*See Chapteis 16and ,17; "Code Cracking: Literature and Languag e" and-I.CodeCracking: Other Areas," for moie on this.
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Shall we be in the paSt, present, or future?
Shall we be all men or a group of both hien and womcn?
a., Do you want to be scared by the 'new world we'll find, Or by the fact
-that we'll never get back home?
Should we do a play about people in trouble or about helping people in
trouble?
Should we stay by the wreck and build. a fire or go out and look for
o

.

help?
Are we in trouble because we are indanger or hungry?
Do you want to he.in the war or negotiating the-Peace?
's Do you want to be fighting with despair or hope?
Should we look for food or clear the land of rocks first?
Do you two want to decide this -or should we call all the householders
together for .a vote?

go Are we going to camp here and risk an attack by a grizzly bear, or
should we hike on even though we're exhausted?'.
t) Would you like tO Plin a bit or trust me to start it?

Would you like to be powerful and superior or friendly and
sympathetic?

A large proportion of Heatheote s questions are branching ones: The

drama cannot go in-two directions, so which will it ta.'-e?.Of course, in any
situation there are More than two possible courses of action; by limiting her
branching, question to two clear choices, however, HeathcOte simplifies the
decision for the class. Branchineguestions are particularly approPriate for
groups .that are socially immature and have difficulty answering more openended questions. The class's response cleterinines what Heathcote calls the
area of strikethe scope within which .the drama can take place. Just as the

knight in chess can guard only territory in a prescribed pattern of spaces
defined by its position, so 'a drama can move only in a prescribed Otteni
defined by the answers to branching questions. Suppose Heathcote asks,
`,`Should we begin before the christening ceremony. or. at the 'ceremony
ittelf?" and the class answers,',"Let's be dressing for the celebration." The
area of strike will then be the dressing room; whatever interaction takes place
will have to go on ivhile the class ispreParing for.a ceremony.
The 'answers the dassgive. to branching questions indicate wihat "kicks"
they want. They will choose the area..they want to "get on with,'.'and'a wjse
teacher will stay in that area as long as the student drive is strong.
A fourth kind Of queition is the ones that control the class:
How can we keep the king from hearing us as we sneak past?
How are we going to make ourselves look like soldiers?
How could we set it up so I wOuldn't have to scream at the orphans
"Get:your room,clean"?
-41 Are we too tired to:start on the hun (today? Had we better rest first?
.
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Do-you want to stop this drama now or go on with it?
Stand up if you!re ready to go with me single file into the submarine.
Can you all hear what this person just suggested?
Ate you good it working together in pairs to saw down the trees?
Will you- helP me write this on .a scroll?
Are you good workers?
Can you manage to believe in that fishing line for a bit?
Should there be any system for organizing.this expedition?

<,

Questions that control the class are the hardest to learn and the most
important for teachers to know. The teacher must not use a controlling tone,
of course. Instead, he or she should appear to be wondering aloud in a musing .
way or to be eager to get on with the action. This disguises the real motive, to
get the class to exercise more self-discipline. Of course, branching questions,
too,' impose limits and thereby help control the class. The class's behavior
,.
wnatever it issimply must be harnesAed, put at the. service of the drama.
What this means is that you take the present-condition of the class and figure
out a way to-channel their attitudes into a dramatic situation.
If Heathcote meets with a group of students,who are obviously disgruntled
and miffed about something, she knOws it's no good to start with the implication that they should not feel that way. Instead, she acknowledges their
feelipg with a. supportive question: "Have you just had a, bad half hour?"
Then, after they tell her what has upset them, she can suggest that they do a
drama in which they are a group of people who are all upset about something.
With a series of branching questions and controlling questions she can lead
them to- channel their negative, attitudes into a cooperative venture, a dramain which the participants also have good reason to be angry.
2-Sometimes a controlling question can be in
form of a warning: "Are
you sure you,'re ready- to sign up for this mission? It won't be an easy one,
you know!" "DO you think you can stay it a boring job all day long without
stopping? What will rou' do with your mind while your hands are at work?"
or "This won't be easy. We may not make it through the enemy line. This
warping serves both to unite the group in their commitment and to give, them
a chapce to fail without losing face.

Inleading a class with questions, you are seldom in the characteristic
teacher stance of the one-who-knows. Instead, you are candidly asking the
child's viewpoint and interpretation of ideas, because this, and not
your ideas,
is what is significant for,improvised drama. This is not to say that
you don't
also offer a viewpoint and interpretation, but yours is just another one. No
vieW is judged right or wrong; each diffeis, however, just -because
any two
people differ. You, the teacher, have mOre experience to draw upori, having
lived longer and having a more-often-tested set of values. However, this does

not give you the' right to be anything more than the questioner and

responder. You are not the cdeterminer of what happens in the drama. It isn't
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'that you donk lead, but simply that you lead by acting as guide, questioner,
participant, and onlooker.
These roles take some getting used to for some teachers. Pedestals are
comfortably 'distant places to stand on. But once you step down, you can
discover the power of a new relationship. Heathcote likens it to that of the

Renaissance painter with his school of students or of the sc'ulptor Ivan
Mestrovic working together with his students on one nionunient.--The childreri

offer the teacher 'their fresh way of looking at things, and the teacher offers
the children the extra life experience of the adult. This is of great advantage

to both. It frees children to bring their real selves to the situation. In so
doing, it releases the energy they all too often channel into trying to hide
their true feelings and give the teacher what they have learned is expected. It
frees the teacher to be natural and -relaxed, unencumbered by the unrealistic
and impossible burden of being "all-knowing." Each recognizes the strength
of the other in the relationship. Controls come out of mutual respect and the
class's willingness to respond responsibly to controlling questions, because
they are cOmmitted to a work which they see is clearly theirs and. which
matters to both them and the teacher.

61.

7. BUILDING BELIEF

The first thing Dorothy Heathcote goes for in getting a drama started is
beliefher own Ili well as that of the class.* Everyone involved must at least
try to accept "the one Big Lie": that we are at this moment living at life rate
in an agreed-upon place; time, and circumstance and are together facing the
same problem. She doesn't my, "Pretend with me. ..," "Let's fantasize...,"
or "Can you imagine. . .?" Instead, she says something like, "I can believe in
this knife and this carrot/Can you?" Heathcote admits this kind of believing,
is not easy to jump into, but it is crucial to the mccess of the drama. She'
sympathizes with those who find a situation preposterous, who reveal their
nervousness by giyy, ing and casting helpless glances at one another. "I know
this is not easy for you, but try not to spoil it for the rest of us. It may be too
soon for you to believe, but watch a while and see if you can find your own
Way into the life of this village later."
Whenever Heathcote finds the class is distracted by one person's -disbelief,
she stops the drama and works on that one person's problem. For example, in
one group of six-year-olds there was 'a boy who kept giving the rest of the
class signals of his own disbelief, largely with glances which were skeptical
and scoffing._Heathcote concentrated on him. "I'm going to bring out a big
horse now; do you think you'll be able to believe it?"
She went out oC the room and came back with her hands on reins that
came from a horse's head as far above hers is an ordinary horse's lie_adj.vpuld
be above the,heads of those six-year-Olds. The right proportion was what she
wanted to make real, not the actual size. No good, though. The boy said
scornfully, "There's nb horse there." Then she aPpealed to the group to help
him see it as she held firmly onto the reins and ieached up to pat the horse's
neck.

"What a pity we can't get on with the play- because you don't see my
horse," she shrugged. His classmates started describing the horse that they by
*See Chapter 19, "Teacher Training," for wayishe helps adults develop their own

belief.
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this time could see. "Let's have another go, eh?-" coaxed Heathcote. "He's
black and white with hooves as black as ink." The boy could feel the class's
pressure on him. "We can't get this saddle ,on. Can you help us?" Finally the
boy was convinced he had more to lose by- not accepting that horse than by
at least trying to see it. Then Heathcote suggested to the class that he be the
one to lead the" horsesince the drama was harder for him; this he gladly did.
As she carefully handed bim the reins, one at a timc, drawing her hand down
the iong length of each, he got the recognition he was seeking, and the drama
was no longer destroyed byi his problem of disbelief,

The one Big Lie is like the well mixed paints in an art class. Without it;
there is no suitable material from which to form the drama. Instead, there is a
silliness and self-consciousness that comes from the two big problems dassroorn_drama poses: the students theMselves and the belief they bring to the
situation are the essential material, and the rules of making a drama work are
very difficult to perceive. When paint runs, it's clear the mixture is not right.
When a drama-falls-aparti-the-class's-mix-of-beliefcommitment-,-awareness of

each other in space, and focus-On task is harder to look at, but it is just as
fundamental for the success of the work as paint.
.To get belief, Heathcote simplifies a situation to the attitude a person in it
/bight hold. 'She might ask a class, "Do you have any idea how this bloke
might be feeling as he steps up to knock on that door? Who can help us?"
SUppose a little girl volunteers. Heathcote asks her not to assume an elaborate
character, but merely .to be willing to stand there on those steps just for the
present. This way the brave volunteer doesn't have to commit herself beyond

that initial stance. In most cases her belief will expand as she stands there;
before she knows it, she'll 'be choosing to go on and enter the door when it is
opened. However, Heathcote has left her a way out, and she knows it. After
all, she only volunteered to knock .on the door. This concentration on one

thingattitudeis not in the same tradition as moeL creative dramatics work
in the United States. Teachers here tend to start by developing a character as
fully as possible, elaborating a setting, and often deciding on the outline of a,
plot as wellall before the drama begins.
Except when she has chosen to work in 'a curriculum area that implies a
more explicit direction, Heathcote starts with identification only. Because her
focus is on the inner experience, the feeling, she feels no urgency to get into
action. Identification can take place as effectively in a discussion as- in an
improvisation.
Sometimes she will begin with a few simple actions, like donning helmets

or sitting astride motorcycles with f6et wide apart and a firm grip on the
handlebars. Class members need only to know how they are going to get that

motorcycle started, which way it is leaning .when stopped; where the
accelerator .is, where the brake is. Whether they end up with an image that
iccurately reflects a real motorcycle is not important; what is, is that each
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person believes in the machine, gets the feel of its NV-eight and power. After
this brief, kinesthetic identification, the motorcycle gang might sit on their
machines an.d carry on the drama solely at the discussion level for a Jong time
before they are ready to balance the standing cycles, r0 up the engines, and
take off.
All a classroom drama normally has to work.with are space and bodiesalbeit living, moving, breathing, feeling bodies. Belief has to do the rest. If
students are to be a motorcycle gang trayeling together, it will probably help

their belief if they position themselves in relation to one another in such a
way that they are headed in the same direction, two abreaSt. The teacher will
probably need to help the students deal with the limitations of the class space
(no classroom is. without some limitation) so that it can most effectively lend
itself to the drama.
On-many occasions I have seen Heathcote spend a full half hour asking
questions of a class to exaMine the life of a particular group before they
together-assumc-the-attitude--of-theseToeopleara-SiTecific Motnent in -time.
This discussion is not just a lead-in to the important thing, the drama; it is a
significant part of the whole experience. It is where identification begins. Of
course, Heathcote also stops the drama frequently to get to reflection and a
discussion of implications.*It is these moments of reflection that most markedly set her work off from that of mosi American creative dramatics teachers.
Why doesn't Heathcote discuss or develop an idea of who each character is
before the drama begins? She explains it this way. To develop a,character first
is to begin:from outside a person. She starts from within, trying to
get every
child to put something directly personal into thc role from the very beginning
and gradually to realize and to reflect on the attitude the role is eliciting. She
lets each one bring as much of the purely personal into the situation
as is
consistent with the attitude being projected. She goes on to suggest that we
are known to one another only by the attitudes we reveal. She affirms that
she will never thoroughly know her character; she only slowly learns about
it
by. looking at the attitudes that come naturally to her, or that she has to fight
to get. So when she begins a drama, she is solely concerned,that people
try to
assume a single attitude. At first this may be a very crude, a simple attitude,
but as people mature; they win more and morc subtle-attitudes and become
more aware of the effects of these on other's.

Whatever the top layer Of the drama might be, Rpatheote is always

tunneling beneath the surface to get th.; belief going and the attitudc right.
In

the last chapter we showed how she sought information 'from the
class
through questions. By taking the students' answers seriously, she shows

respect for whatever they can at the moment contribute: Anything they try
is better than not trying, so Heatheote takes whatever suggestions come and
upgrades thcm by repeating them, commenting upon them, acting on them.
**-the-next-chapter_foc more on this.
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Whatever students suggest brings with, it their involvement, feeling, and
eventually commitment as well. By acting on this, Heathcote makes sure she
captures the hnrt of the matter, the feeling, which is what makes the drama

vital. Out of' is the children can spin threads into an intricate net of
elaboration, a v eb of their own, making in which they can catch, new
experience and relate it to the center. All good teachers of young children
instinctively stimulate the child's elaboration of experience in art, language,

movement, drama. Far too often, teachers of older students irrelevantly
paste extrapolations of experience onto the outside of their students. The
students could discover these extrapolations for.. themselves, making them
their own, if, only they viere allowed ample time to spin out their own
elaborations. Heathcote feels that the technique of elaborating probably
contributes more than anything else to the process of the student's becoming
a mature person.
With the assumption of attitude and belief comes identification. Once a
class identifies with the people in a drama, their drive is released, and the
-

situation becomes what Heathcote terms '!educationally explosive." The

.

subjective world of the students bec:.-mes sufficiently a part of the class task
that the drama can be exxtended and expiolted. The learners can then "fare
forward" into new insights and fresh soundings of the situation in which they
fmd themselves.
Questions that help students identify may be those that particularize their
task, such as: "Which -is your stall in the marketplace?" They may be branching questions that demand a decision involving identification, such as: "Do
you want to be the skipper or one of the crew?? The main thing is to be sure.
the situation the child is trying to enter has something in it that latches onto
something in the child. The child who perceives an entire scene to be strange
and outside all previous experience will not be able to get inside it and make
sense,of it.,For example, a child who is told-to be a blacksmith in a medieval

market may well be overwhelmed by the complexity of a task that seems
impossible to visualize. On the other hand, a child who volunteers to sell eggs
and milk can bring to the job wLt he or she knows about those products and
how they have to be stored and handled. If the child starts by having them
refrigerated, the teacher doesn't interfere as long as it doesn't bother another
class member. There's time eafter the drama is over to discuss any anach-

ronism. The chilq's believing in the eggs and milk and identifying with
their vendor is what matters first. Nor does it matter if half the class
volunteers to sell milk and eggs the first.day. Once they believe, they will be
more likely to be able to make their market more authentic and to assume
other roles that call for more understanding.
Another way to internalize belief in the Big Lie is through movement,

miming the actions of the participants. A shy ehild can go through the
motions of selling two eggs without having to come forth with much language

6.5

Building Belief

71

just yet. In one.drama a class decided on a banquet, but at first they had real"
trouble believing. Heathcote moved very slowly to establish belief, bringing in

platters of food one by one until all the children were won over to Seeing'
each entree as it came in. As they passed the turkey, poured the i ne,
buttered their rolls; or asked for-salt, they began to forget themselves
in the
N4;+

drama. Before the end of the period, they were so well into that banquet that
they could accept a'S real the problem of a starving Italian farmer who
lived

on only four olives and a Vartei of a pound of bread a day. At this point,
they had transcended their need for movement and for imagined concrete

objects. They were now -able to believe that which they learned about only
through their ears.
In another drama the class, decided they were su.anded in a boat without
sails. Heathcote in role asked them, "Have you any means at all of getting
somewhere?"
"We could paddle with our shoes," they said. This suggestion, Heathcote
saw, would lend itself to unison movement that would help crystalize belief.
"Are you sure that that will work?" she asked. "Show me how you do it,
and I will fit in, using my shoes." So they began to paddle. She asked
if
someone could suppljr a rhythm, and a child eagerly did. As they paddled to.
his chant, they began to genninely believe in that boat and in those
shoes.
Sometimes Heathcote begins a "drama with eoncrete objectsa wedding
ring, an old musket,.a rare coin, a medal, a pair of tiny glass slippers,
a letter
yellowed with age, a'skullto arrest the attention of the grow? and help their
belief., For example, sheonce used two Viking chess pieces, carved in the
twelfth centurya king and a queen sitting on handsome, ornate'Ehrones. She
showed them to a group of 5- to 7-year-olds, saying, "I don't
seem to be able
to stop the Queen from crying." Because the queen's face was sad, the children soon accepted her as real. They decided she was sad because-she.
had lost
her baby, and they-set out to find it for her.
For another group of children, getting dressed in paper, plastic, or cloth
costumes might be just the concrete experience they need to get their belief
going. When three boys who were to travel is the Magi decided they needed
camels, Heathcote helped them use what was at hand to make the animals.
They put chairs on tables and COvered 'them with blankets and P.E.
mats to
.

,

make appropriate humps. They painted cardboard cartons for heads.

"Heathcote reminded them that "a man who journeys takes those things with
him that he dare not leave behind," so .they collected lots of paper towel

-packetsthe only handy item they could find to suit the purposeand
labeled them "food for the journey," "water for .the journey," "tent,"
"instruments," "gold for Jesus," "frankincense," "myrrh." These they
roped
in large clusters onto their camels, and their journey could begin.
At other times fleathcote uses photographs, paintings, or art objects. To
help children understand the meaning of the words, "A nation is as stiong'as
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the spirit of-the people4ho make it," she stapled onto sheets of typing paper
about fifty portraits from The Family of Man.* When the group of about
twenty-five children arrived, she asked each of them to select one of the
pictures and become that person in the drama.
In some classrooms Heathcote uses paper and paint, or if not that, just a

blackboard to help the class visualize the drama. For example, a group of
elementary children who are dramatizing the story of .Denicter and P6rsephone may have trouble visualizing the retinue of Pluto. Heathcote Will
have them spend a class period or-two creating a great mural of what they
think the underworld is like. In the process the slime on the wall, the black
marble throne, the 12 black horses in their stalls of coal all help make Pluto
grow.

going to the moon, they draw a picture of the
If a group of children
rocket; labeling the various compartments. If they're on a sailing ship, they

draw a model of it on the board. If they are turning themselves into a

.

settlement of colonists, they draw a diagram of their village..One by one, a
representative of each household goes to the board and draws in that family's
farm, labeling it with the initials of the children who live there. Heathcote
asks where they get water, and they decide they have a well. This is Shown by
the picture of a pail'in the center of the village. Then the children draw in
t their own paths. Heathcote is pleased when all of them lead to the -well,
because this makes the water important and provides a central place to Unite
the colonists. Then the vill'agers put their jobs beSide their initials,
strengthening their identification as colonists. Through their jobs, they each
now have their own way into the drama.
Then Heathcote asks the children to go into their.houses, look out the
window, and tell NV. hat is out.. there, as far as the eye can see. They tell her
about the trees and fields, valleys and hills. These she draws, so they end up
with a map like this, but with initials and jobs listed beside each house:
-

*Steichen, Edward. The Family of. Man. New -York: Museum of Modern Art, 1955.
207 pp.
.
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Than Heathcote puts in the road which goes past the door of the governor

and tax collector, a role she bas assumed for herself. Not only has the drawing
on the board helped the class'Oelief; it has planted the seeds of tension as
well.

.

In another drama HeathcoieThas trouble getting three groups of 10- and
11-year-olds to believe in the countries they have chosen to be in. She
asks
each group to list on the board three things their nation needs
to survive. She
gets these lists;

,

.i

Africa

shelter
land
food

.

l

Germany

The Bahamas

food
money
health

fishing

fruit
tourists

She reads`the lists aloud, upgrading each contribution by
her serious and
uncritical tone. Then she asks, "What three thing's does your nation prize
above money?" They write:
Africa

- people
animals

.

Germany

The Bahamas

people

people
animals
trees

oil

oil

water

.

i

.,

.

. .

Then comes a third question: "What three things will
you ti:y to do fir your
people this year?" The respbnses are:
,Africa

'

Germany

.

.

transportation - homes (they cannot think
of a third)
.

.

winning
land
entertainment

The Bahamas
.

.

keep peace
get baCk tourists .
fight sickness in

iople

Then she ask's wh'ether,a flag tells something of wliat a nation stands
for. The
children nod.-"Couldyou design a fladthat would help mc reCognize
some of
what your nation stands for7 She then giv es them white
and colored paper,
scissors, paste, and magic markers, and they go to work, spending
most of the
hour painstakingly putting tog4er elaborate flags of their countries.
The
girls, who comprise the group from the Bahamas, cut out
paper flowers; the
black boys, -who have chosen to makeup theiAfrican- nation,
draw animals
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onto, their white flag; and the white Eby& who are Germans, draw cars and
factories.,They begin to believe in their countries through a concrete task that
is not drama but contributes to the heart of it-the identification. The flag is
a concrete symbol for what they are.
After n class does a drawing, HeathcOte mightget at implications by asking
them what the drawing says to them. A rockef might say power; a sailing
ship, loneliness;_a colonial settlement, neighbors. Thus the drawing becomes a
symbol of the life even if, unlike iscie flag, it is not-explicitly called a symbol.
Because it is with the energy of feelings that belief is fashioned, Heathcote
Often begins with what she calla a pudding of feeling& "A drama is a pudding
of three types of feelings; some are positive; some negative; and sonie inbetween, neither good nor bad-but giving rise toaction. These last are the
states`of being that cause us to do certain things." Then sly.3 puti on the board
in three columns all the feelings the children can think of that illustrate each
of the three typea. One group of fouith and fifth graders caine up with .the
following list:

Good feelings

happiness
anticipation
excitement

job

:Upsetting feelings
anger
worry

hatred
sorrow

States of being
concern
responsibility
interest

being scared
being'afraid

The words the children used were not always nouns, but Heathcote
translated what they told her as she listed them on the board. For example,

when a boy volunteered that "fooling around" was a good feeling,
Heathcote suggested that this might be.happiness. The boy agreed. Another
suggested that one upsetting feeling was "being yelled at;" she pushed for
what the feeling would be called. Another child volunteered "angry." After

someone had suggested "scared," one girl added "afraid." Her neighbor
corrected her, "That's the same thing as 'scared.' " In a typical move to
upgrade-every contribution, Heathcote said, " 'Afraid' may be the same thing

but it may be a bit more. 'Scared' may lead you to being afraid, really
frightened." She put up both words.

Then she asked the class to choose one feeling from each list for the
drama. They chose concern, anger, and happiness and decided to show these
feelings in that order. She asked them who they were and what they were

concerned about. They decided to be Americans concerned about an
epidemic ip Russia. Before long, they had tinned themselves into a medical
team that was not only concerned about that epidemic, but also determined
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to get to Russia With their medical supplies to help. Heatcote itoppe'd the
drama irom time to time to ask them whether they were keeping the concern
going. As the team packed their.bags, each member told her what special
equipment or supplies she or. he .was taking and how these would help in an
epidemic. The feeling of concern led the children- to assume an appropriate
attitude for members'of a medical team on an impOrcant mission. When thia
team got to Russia, Heathcote pressed to keep the concern.going. She:lid not
worry about facts of Rumian culture, for that was external to. the heart..of the
dramathe belief of the class.'

7

8. DROPPING TO THE UNIVERSAL

In previous chapters I have often referred to a process Heathcote calls
"dropping- to the universal" in human- experience. Everything she does has
this as its goal; she uses what is happening in the drama as an occasion to
remind the group that all through time people have found themselves in the
position they are in at that moment, that there is an underlying significance'
to this event which can be recognized by examining its implications. In a
. sense, dropping -to the tiniversal is like using the Brotherhoods Code. Reflecting on the universal, however, is, something fleathcote gets a class to do for'
themselves, to help them identify with a wider range of other human beings
throughout time, whereas using the Brotherhoods COde is her own way of
finding material for her next drama.*
-Ak noted in the last chapter, Heathcote begins by building belief; once that
fifFnlyeitiblishedr She moi;e-e- to:cords- depth of insight "about the
experience. Wheneyer possible, she tries to move the class to' a moment of

'aweor if not that, a moment of new awareness. True gut-lever drama has to
do with what you at )%our deepest level want to know about what it is to be
human.. How would You act under pressure? Do you change in an extremity?

What can you discover about yourself as you respond to a threatening
difficulty? What do you find you must have, you cannot live without? In
what way are you like all people who have faced this situation? Your
response to thiklast question is a plumb line from the drama to the universal.
The universal is the wellspring, the source of human understanding. In-stead of starting with this source, however, drama, like all art, starts with
a,
very carefully selected, precise and particular, unrepeatable instinceone that
then acquires significance as it'reverberates in the chambers of the
dniversal.

For most classes, the teacher needs to sensitize students to feeling this
-resonance, which takes them not out of themselves, but rather more fully
into themselves, and into the experiences Of the real world as well as those of
.*See Chapter 4, "Finding Material Through Brotherhoods."
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the drama. In our real lives, we seldom stop for this kind of pondering; in
drama Heathcote deliberately makes time for it. Such. reflection is the onl,
thing that makes drama worth the doing. If you cannot increase reflective
power in people, you might as well not teach, because reflection is the only
thing that in the long run changes anybody.
Witit great conviction Heathcote urges teachers to train themselves to look
for the implications that lie beyond the actual work of the dramaor beyond

ieal life situations, for that matter. For example, evcry artifact implies

a

maker; every tool, a task; every gesture, a feeling; every action, a goal; every
word, an experience; every decision, a value. As you learn to see in this
reflective way, you find you have in any environment, no matter how barren,
a starting point for drama. Any artifact, then, can be a point of beginning.
The drama that grows is always a group examination of what that beginning
implies.

In order to attend to the implications of whar a class .begins with or
chooses to do, you must learn to phase out of your own consciousness any
evaluation of the student? behavior or values. No students, no matter how
poor their social health, should be rejected in your mind._Instead, you must
watch keenly and respond to them as they are at the moment, even as you
work to find a new way to extend the range of their behavior. Any idea they
give you can be viewed as a rough stone which, through the drama, you can

facet and polish as a gem6so-that it can reflect the universal.
Thus,-even the shallowest beginning can give rise to deeper thinking. What*ever the class chooses can serve for reflection. For example, if a
,group of
children decide, to have a wizard with three legs and six ears, because it's fun

to imagine such a creature, Heathcote will see to it that he is still motivated
by human goals and values that the children will recognize as believable and
true. Unless that wizard operates in a way that can evoke at least a temporary
identification, the children cannot be stretched to expand their understanding
of human experience.
Although you plan to deepen the level whenever possible, you can never
predict when that will hapPen,01ten the class is not ready to pick up on your
probes to a deeper level, but you keep trying. Not to interfere with the class's
drama, not to try to deepen the level when you sense a way to do so, is to
deny the class the power of your adulthood. Although you are open to
accepting the class's ideas and to making them work, in so doing you by no
means abdicate your responsibility to lead them into deeper reflection

whenever possible.

In this chapter we shall conskler six ploys Heathcote uses to deepen the
level: stopping the drama to reflect; slowing the pace within the drama;
imposing rituals; classifying responses of the class and giving them back to the

class in categories that reveal their implications; intetjecting probes and
presses; and using symbols.
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Heathcote'oftert stops the drania for reflection. You have seen how she did

this in the drama of The Dreamer at the moment of the ship's leaving the
harbor. Admittedly, drama is more difficult than the other arts to reflect'
upon or contemplate in the classroom because the productthe drama
itselfcannot be held up and looked at as can a painting, sculpture, or poem.
By the time the participants are reflecting on it, the drama has vanished
into air.
When Heathcote stops the diama, she'll ask a question like, "How,are you
feeling riow?" She often goes around from persbn to person asking what each
has been feeling. As these inne. responses are shared, new depths are sounded.
For eXample, One time When a group Was doing a drama about a voyage into
outer space, a girl who 7mas in role as one of the astronauts' wives told the

group that she' had trouble getting through her usual morning routines. "I
forgot .tb put butter on the twins' sandwiches because I was thinking about
my husband and was feeling all upset."

Heathcote echoed her attitude: "Our feelings do seem to interfere with
our actions sometimes." Then she pressed for more depth. "Can you find
language or words to tell us what yOu were feeling?''

"I'm not sure. I was mixed up, sort of. I felt proud he was going, and
thought how the twins would see their Daddy kind of like a hero. I thought
I'd better tell them, like Mama tells me, not to brag out loud, but just be glad
inside that he's their Daddy. Then, suddenly, I felt sad and thought, what if
he doesn't come _back? How awful it would be if they didn't have a big,
wonderful Daddy at all. We'd miss him terrible. Our space here would be
awfullike that out there. I can't really say whafI felt. It was hollow and sort
of achey. Then I wished the children Would come home, and I went to the
window to look out for them."
Ai participants look at what they've lived through and felt on the inside,
they gain the double effect of knowing internally and reflecting on the
product of their knowing. Learning to distance oneself from the emotion of
the moment without denying the fullness of the feeling is a sound mental
health strategy. Reflection is what makes the knowing something that can be .
touched and assimilated for later use. What the right hemisphere of the brain
has pulled together, the left hemisphere analyzes and codifies and stores.*
This process is the education of feeling. Feeling without reflection may
simply be experienced and forgotten; with reflection' it can 'become an
insight, an understanding, that makes pogsible later modification of.behavior
in the real world. One has learned something of the nature of feelings and the
now 'predictable consequences Of expressing these feelings. One has also
learned how to transcend the personal feeling of; say, fear, and think about
fear itself. Stopping to reflect at the height of the action is possible in drama,
but very difficult in real life.
*See Chapter 14, "The Left Hand of Knowing.r
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Heathcote's tendency is *to stop' the drama" mit when it's faltering, but
when it is.going well. This is because there is no risk that the dramatic focus
cannot be readily refound after a -pause to look at it, enthuse about it,
challenge it, deepen it, and upgrade it.. At these pauses, Heathcote usually
uplifts the,languan, summarizing in classic rather than domestic language to
give significance to her words.*
Heathcote's reason for stopping the drama is never to preach or moralize
to the class. This does not mean that she does not frequently introduce a
moral element (no human being can ever quite give up moralizing), but she
does it in a musing and not a didactic tone, so that the class,often picks this
up and responds With affirmations of their own values. Here are some of her
characteilstic musings:
"I wonder why anyone would'want to kill a baby?"
"Why do you suppose people decide to set up schools?"
"A scaler ofmountains is a little like a fly, isn't he?"
"I wonder why we need leaders of tribes and nations, why throughout
histoiy people have accorded some persons power?"
"I wonder what makes a man want to go to the moon?"
"How does.an astronaut feel, I wonder? Is he thinking about where he is,
or is he too busy monitoring all his equipment to worry about that?"
"Isn't it interesting that the thing we hold in common is that we all have
money to get things that are not money?"
"It seems that there are some things we simply cannot explain; their
mystery defies our attempts to understan.d, doesn't it?"
"How, many women in childbirth must have wished for the old Os,
knowing it was forbidden and yet saying, ',Tat now it's too important to
wdrry about that.' "
"It seems there are some things we simply have, to submit to because the
time has come."
"A village isn't just a place; it's a symbol of the lives of people, isn't it'?"
A second strategy for getting deeper, one Heathcote uses in every drama
she leads, is to slow the pace to proVide a pressure fOr a long enough time
that
a tr,ansformation within the children can take place. -Just-as itjakses piessure
and' time for coal within the earth to shine forth as diamond, so it is with
human insight. It never comes lightly or quickly, althoug'n
we may see it in a
flash. When a drama stays in the same place lone enougn and under enough
.pressure, experience dan'be explored. To slow pace,
you have to face the fact
that- you must move against the class's natural impulse, which is. usually
towards action, not reflectiein. This does not mean you relax the tension. Just
the opposite; as the pace slows, the tension increases. The action
the class
seeks is held off while they sense more and more fully what it is to anticipate
it. If the bear is killed, the wall scaled, the journey completed, the
witches'
.

*See Chapter 15, "Classifying Drama," for more illustrations of this.
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brew concocted, or the great chief buried
too
quickly, the significance of the
_
_

act is lost. One of the hallmarks nf ,Heathcote's teaching is her patient,
deliberate, solid holding-back of action..She is unconcerned if there are long,
-quiet pauses. In fact, she builds towards these; she never ruihes for the sake
of her adult observer& Her pace is unhurried -and child centered.
When a group -of adventurers are clinthing high in, the Andes, Heathcoi.e
slows them to the pace of the actual act they are,dramatizing with words like
these: "Go slowly now, hand over hand; your breath comes in deep, slow
pants, your legs are weary. You are very high on a steep and dangerous ledge.
See if you can get the,great size of the mountain and the littleness of men as
yo u. let thismountain slowly take.you higher and higher, up away from the
world you know. You sense you are in a place that is different. Give yourself
time to feel it."
Often she will ask travelers to stop for the night, td keep on,with their
concern 'or goal, but..to rest just for now. As they stretch out and pause,

watching the flames' of their campfire, she asks them to reflect on their
mission, to think or dream about what they'are experiencing. This is an
effective means Q1 slowing pace and cutting out the chatter that precludes
individual pondering.

Before a moon rocket blasts off, the astronauts rest in theincramped space
capsules and wait for the countdown. Heathcote Says in-a 16w; solemn tone,
"Some people are chosen to be very special.. They train themselves- to do
difficult work that has never been done before. All through tiM'e people have
stretched themselves to do new things, to achieve-something-that.no one else
has yet mastered."
Whenever a significant event happens in a arna, f-eathcote, often in role
as one of the participants, will slow the pace and reflect aloud. When a group
of nine- and ten-year-olds finally succeed in killing a mountain lion ihat has
been threatening their village, Heathcote'won't let them stop with a feeling of

relief. She has them carry the fion to the top of the cliff and all stand and
look at him. After a pause she muses, 1 hive never looked at a`lion like this
before. He's dead now, strOng and powerful, but dead. Look at his paws. Are
his claws out or sheathed in death?"Their answers tell her what they see. "Is
there anything about this lion that you can see 'only in death?" By nOw they
believe enough to see new dimensions. The dead lion begins to work
symbolically in this moment of reflection that is within, not outside of, the
drama.

I f.i:tve watched Heathcote dramatize two different burialsone at the pace
the ei-:!.rdn chose, and the other at a much slower rate which she imPosed.
Th,1 former- was simply a perfunctory going through the motions of digging a

Fmk and can7ing one of the

to it. She had been killed by a Brithb

soldier w'o,:k \vas guarding the flag in the Boston riots. Before the entire village

had time to respond to the horror of the murder of one of their childrcn, the
4i
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gravedi!ners were at work. Heathcote chose no: to stop this, so there was no
reflection, no plumb line to the universal. Most groups of children need a
teacger to slow the pace if they are to get to the reflection,
.

The second burial took a full 30 minutes. In a branching question,

°

Heathcote warned the class (the same .group that later killed. the' mountain
lion):. "Do you want to do the funeral now or do you want to have it be after
this man, Walt Buckeye, is buried?" They chose to do the funeral. The dead
man's mother wept softly into her hands as the villagers stood beside the
body. When the children tried to rush Heathcote to the cemetery, she refused
to go along.'She chOse to sit beside the body and invited the others to join
her. When they resisted;she came out of role: "Stop! Thisman Won't be
buried until.we give himm life; Then, less harshly, "It's very hard to invent a
life for a man, but let's see what we can remember about Walt Buckeye."
Then-she went 'back into rolc as a member of the community, musing, "I
wonder why he was ofi on his own when that mountain lion mauled him? He
always was a bit of a dreamer, wasn't he?"
The class followed her lead. His mother said, 9 remember witen I told
him
to get something for me, he'd always forget what it v. as."
"I remember his smile."
"He was always nice."
"He always acted like a gentleman."
"And he. always helped people; he did what he could. I wonder why he
was on.his own up there on the mountain today?"

"Probably he didn't feel he wanted to bother anyone else with his
problems."
"Probably he was thinking his own thoughts."
Heathcote said with the smile of a sudden memory, "Do you remember
the time he went to market and lost your money on the way?"
His mother said.quickly, "I scolded him when he did that."
"I know. We ,all went looking for it then." Thus, Walt Buckeye's
life took
shape; the children were ready to slowly dig.the grave and gather
the flowers
for the funeral.
.

Heathcote came out of role to asic the dead man if he could
trust his
friends to carry him. Then six of them bent over to take up the body and
start the long journey down the mountain to the burial ground.
Heathcote
urged them' not to start walking with him until they
were sure they had him
securely and could walk with a kind of dignity. She asked his mother,
who
lmd not left her place beside the body, to come to the edge
of the grave and

wait for the men to bring his body the long way down the
mountain.
Pallbearing was too much for the boys. They felt foolish
and showed it.
They kept letting the body slip and leaningmver to recover it. Immediately,
Heathcote came out of role: "Hold it a minute. I don't
this, so unless you can prove you care, I'm going believe you care about

to stop it. Either it is

r-
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funeral or it isn't a funeral. If you want a funeral, you'll have to do it right;
it's no good just playacting! You're going to have to stop fiddling and get
down that valley so that everyone can see you believe it. The instant it isn't
real, it stops." In a,softer tone, she added, "I can believe in it;I can believe in
the flowers and in that cross you have made -to mark the.grave." Looking
from child to child, "Can you?.Can you? Can you?" She looked at the men
carrying the body, and they. nodded. "This time, see if you can sustain it
longer," she told them. Then, musingly, :Tverybody wonders about dying.
Do you ever wonder about it?"
Amid the nods and uh-huh's came a hesitant voice, "II don't know how
it feels."..

"I don't know how it feels either; nobody knows. And some of the
greatest plays M the world have been done about dying. It makes you wonder
why people are always making plays about dying. There must be some reasOn
for it, mustn't there?" Then, bringing them back to their challenge,
Heathcote went on, "If 'we're going to be in this tradition, we will do it right.
Otherwise, we're not doing it." Then she looked right at the pallbearers and

repeated, "See if you can sustain it this time." They started again' the long
way down the mountain; now every back was erect and every eye straight
ahead. This had become. a funeral procession inside.those boys' minds.
So far we have seen how Heathcote stops the drama and how she slows the

pace. Now let's look at a third strategy for dropping the level of the drama:
the use of rituals. This ploy serves to slow the pace and at the same tirne
demand a response of each participant. It &institutes a pressure to reaffirm
individual commitment to the drama.
Heathcote employs two types of rituals in drama:..the nonverbal acts in
which everyone usually participates simultaneously, and the verbal rituals
which call for a response from each person in turn:These verbal rituals may
have a nonverbal component, of course,* they differ from the nonverbal
ceremonies in which all act together.
An example of a ceremony is the planting of the United States flag on the
moon. Beside the flag a group of six-year-olds solemnly buried a message they
had written for the next visitors. Each child took a turn shoveling dirt over
the message. Then they 'stood back and sang "My Country,
of Thee" as
they looked ar the flag. When their moon rocket finally arrived back on earth,
the adult observers acted as a welcoming party. Forming a receiving line, they

shook the hand of each of the brave adyenturers and congratulated each in
turn on the successful mission. The event became significant through a
ceremonial ritual
Nonverbal rituals need not be ceremonies, of course. Sometimes Ileathcote

will work towards depth by having the entire group move together in a
ritualistic way to internalize the rhythm of experience. To help a group of
mentally handicapped children understand the cycle of the seasons and the
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rhythm of growth, she had them plow the soil together while she supplied the'
words for what they were doing. At first, she signalled to them nonverbally
while they slowly walked around in a circle, holding their hand ploWs. Then
they listened to her words as they sowed the seed, taking it from sacks
on their.
-,backs and flinging it out, continuing to walk in a wide circle. They reaped the
grain, using long-handled scythes; they gathered it up and carried it
on their
backs; they,winnowed it and stored it away in-bins. All the while Heatheole
provided the language for 1, ..t the'y'were beginning to understand with
their

bodie. The cycle of, the seasons slowly became implanted in the right

hemispheres of their brains.*

Whenever possible, Heathcote employs rituals in which she calls each
person by name. For "this reason, she likes a class which ihe,doesn't know to'

-wear name tags. When she faced the problem of getting a group of uncommitted,, educationally subnormal teenagers involved in a drama about
Stone-Age people, she began by asking; "Could you catch a fish if I gave you

a line?" They assured her they could, so "she went to each student and

formally called him or her by. name as she handed
over .a length of fishing
line. This slow ritual gave her a chance to look eaCh
person firmly in the eye,
to touch' each 'person's hand, and to signal her seriousness about the belief
as
she did so. Another time she used ritual with the grdup
otsix-year-olds ori the
moon trip. 'As they. arrived for the secogd session of the diama, she handed
each of them a card like this:

The Child's Name
ASTRONAUT
Then , when they were all asSembled, she began the drama: "Do
you have
your credentials? Is there a eard that says you have been, through the training
and are now ,..arr astronaut?" The ritual of card-giving had upgraded
each
n'cbila status and-helped-belief.

Let's look now at the rituals that "evoke .words. After Heathcote asks a
group to go off and find jobs. for themselvesaboard the.space ship, in the
factory, in the mineshe Will stop in a few minutes to ask each
person in
Win, "What are you' responsible for?" She treats each, contribution
with
respect, often repeating what the child has iaid to give it volume and
importance. She never denigrates any.statement, even the one that is simply
a
lame repetition-of what another child has already said. This way'she avoids
building .competitiveness in children. Every person has an equal chance to
impress her; she is clearly not comparing one with the other. If
a significant

proportion of the, class members don't know what their jobs
are or have
trouble describing them, Heathcote has them all go back to their
tasks. Then

*See Chapters 13 and 14, "Movement" and "The Left Hand of Knowing."
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she goes around and helps each one get on with jt, largely with movement,
not words. When she is sure each person has a feel for the job, she will stop
again for another ritual, this thne asking perhapS, "How is your work going?"
She may change the face 'of the ritual by assuming the_role_ of_a- roving-reporter and coming in with her microphone. "Ladies and gentlemen, it is

difficult for those of you in your homes and your cars to realize, how
demanding these jobs are. In just a few moments-I shall be allowed to ask
these people to tell you what they do." This kind of ritual is never boring, for
each child feels the tension of knowing that his Or her turn will come to be
under pressure to verbalize.

One of the tensest rituals I've watched Heatheote lead was in a drama of
the American Revolution. Heathcote in role as the governor of the colony
calls the colonists one by one to pay their taxes. Each householder must
decide whether the family, has enough money for the tax, and if not,.why
not. So the children come one by one. The first girl says plaintively, "I had to
buy bread for the children." .
The governor is harsh. "You 'give youi children far too much food. That's
your trouble. You,must be wasting bread."
"Maybe a child wants to eat more than one piece?" the mother asks in a
.pleading.tone..

"I'll put you down as owing three pieces of silver. You owe one for last
month and ,two more now. Is that understood?" The child shrinks away.
Heathcote makes sure all the rest of the class can see what is going oh; she
asks them to keep quiet and keep thinking, as a rebel would have to, do,
storing evidence as they watch these people come one by one to pay their
tax.

The next two colonists pay in full; then comes a tall, proud black girl.
Heathcote senses her strong spirit and so presses her, "You! Have yOu the -five
crowns?"
"No!" she says defian-dy.
"You are taking a very high tone. Why have you not the- five crowns?"
"Because I need them for other things besides King George," she says with
a sneer.
"My dear woman, there is nothing-more important than His Majesty/. I will

ask you to remember that. What do you mean there are more important
things?" The woman Stands tall and silent. "Come on, tell me! What have you
spent the money. on?"
"More important things," she says truculeraly, throwing her chin high.
Such as, madame? Tcll me!"
"I spent them-on bread."
-

The governor respOnds sarcastically, "Oh, really! No doubt the finest

white bread, the most expensive bread. You now owe five crowns, madame."
The defiance mounts after this brave child's confrontation. The governor,,
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concludes, It is my misfortune to,rule a .colony that is lazy." One of the

colonists rerninds her that he has to iiise at four and work until well after
,clark to feed his family and still pay the tax. She responds, "Getting
up at
fOur O'clock in the Morning is only the proper and religious thing to do. You
must rise with the sun, of coursF.-Your first duty is to His Majeity, King
George, then to your family." She won't let them off easily.
One man can pay only part of the tax because he hasn't enough time to
keep Up with the farm work. The governor challenges, "Really? Did it
ever
occur to you that some of your family could be out working?" The colonist
reminds her they are too young. "They are four years old
so they- could be
out helping you! I remind you a child Of four is perfectly capable of
doing
work. Do you not realize that in England they work in the mines
when they
are six? I would advise you, sir, to have your family start helping you;
see to
it that they get put to work so you can pay this tax."
The next person who pays in full gets a congratulation, "Ah, this is
a
change. Lay it on the table. Yo-u see, citizens of New Bristol, some of
your
neighbors are capable of proper work. Thank you, madame. What
a relief it is
to fmd someone who places pride ahead of greed." Finally Ken,
a somewhatflippant class ledder,.comes to the governor's table. "Your
taxes, please."
"No!"
"You mean you cannot or you will not?"
"I will not!"
"You will not, sir? Do you realize what this means?"
"Yep!"
"VerY well, you will 'be detained at His Majesty's pleasure,",
she says,
elevating the language. "Stay here!"She seats him with his back
to the group,
explaining that it is a sort of prison room. She makes Aire,
however, that he
can hear the reit of the ritual so his rebellious spirit continues
to be fed by

the plight of his fellow colonists.
She has to remind the next taxpayer of who he is when he asks
petulantly,
"Why should I pay you anything to keep you and yoUr British guards around

here?"
"You cannot talk that way. You are addressing the representative
of the
king, your own king."
"My own king?" he asks, taken aback by a fact he had never before

,

assimilated.

"Your own king!"
"I'd rather have Samuel Adams as my king!"
"I've heard of this Samuel Adams. You are setting
up this Samuel Adams
against the royal blood of King George III? Luough of this!
Follow me."
"Where are you going?"
"Here," sayS the Governor firmly. "You wait until all
these people have
paid their taxes."

.
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"What is this?"
"This is a_prison! I tiust you will find this accommodation comfortable."
Then Heathcote goes back to the ritual of collecting the tax, a ritual that by

now is coagulating the group against her and implanting the seeds of the
rebellion that is to come. Heathcote the teacher has made it work by insisting
that the colonists wait their turns in silence and listen to what the others are
i;lying.*
Rituals like these help make the experience feel right, generate energy and

drive, and at the same time, hold the potential for dropping the level to
universal human experience.

A fourth strategy Heathcote consciously employs -to drop the level of 0_
drama is to quickly dassify 'in her head the responses a class gives her and
feed them back in categories tharilluminate their implications. This processls
a was, of not denying any of the material a class gives, yet funneling it all into
something so simple that' they can manage to respond to it.and gain insight
about the meaning of what they have just said. Of course, if you accept only
what you expect to hear, you have no need to classify it all; you have only to
ac'cept what fits into the framework you bring into the situation in the first
place. However, if you are committed, as freatheote is, to soliciting honest
responses from the group and to dealing with everything they give you, then
you have to learn to classify in order to pull it into a meaningful order.
The sintplest type of classification is of objects. A question that leads to
this might be, "Well, now, when we build this palace, what are we going to
need?" The children,are likely to give back whpt Heathcote calls a "shopping
list," a set of unrelated items, their implications unricognized. She might
categorize these and feed back to them, "So we'll need things to make the
palace strong and safe, things to make the palace beautiful, and things to
represent the power,of the king and queen. Right?" Not only has she shown
them implications, but she has provided a way to divide the group into three
disciete tisk forces to build the palace.
Another question that calls for classification of objects might be, "We're
going to h-ave to leave in a hurry;,what must we nOt leave behind?" The,
answers to this question will be largely objects that are necessary for survival.
If, on the other hand, you want answers that are more likely to be related to'
theheart, you ask, "What can't we leave behind? What things are personally
of great value?" Thus, a single word in the phrasing of the question provides a
totally different focus. If the group is an army, the question may well be,
"What dare we not leave behind for the enemy to find?"
If the class has decidea to be Separatists boarding the Mayflower, you
might ask ,them to each bring along what they cannot leave behind. Suppose
41See page 201 in Chapter 17, "Code Cracking: Other Areas," for another verbal ritual
of this group, in which each tells what freedoms they have won.

.
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that in a 'ritual they tell you that they have brought their mother's picture,
the family ,3ible, a glass jug of water, a prayer bcok, medicine, bandages,
clothes, blankets, flour, a handbag, a sister's picture, and a little dog. You
might quickly- classify all this into private things and-ctimmunity ones,
perhaps in role as a person of authority on the ship: "Where should we put
the things that everybody can use? Will you bring over here thoic things you
brought for the benefit*of the community?'3' ..."Now where wilf:we put the
private things?"
If you are facing the problem of abandoning a ship which has been locked F
in ice on a polar expedition, you May have to limit each surviitor to ;bne .
pound of personal items. ,Yhen Sir Ernest Henry- Shackleton 'faced this,
limitation, he tore the flyleaf from the Bible Queen' Alexandra hadsiverphird
and left the rest behind On his ice-locked ship. The. items yourexPlorers
choose to take .may 'well be claasified into those 'that will help them keep
from freezing, will help them- find their way, will add to thei(persbnal
comfort, or will nourish them. If one of the children insists on bringing the
dogs, you can press, "Are you prepared to be responsible-to feed something
in addition to yourself?" Such a question provides tension and a clue to later
'action.
To help.ue'adults learn to classify quickly,in class, Heathcotefaxe us lists
8f typical responses a group might give to our ilquestions:'She'prWed us to
categorize them in ways that would exptoitlle dramatic potential of the
material and show i,t9 implications so that greater depth,could be sounded.
For example, suppose you ask a high school group how they'd spend $5
million if they had it. You might get responses like thesean ox farm, the pill
for'India, grain for hungry people, books, a jet-set trip around the world,
beautiful homes in the world's bestresorts, houses for poor people with big
families, the world's finest race horses, gifts to my friends, schools, publicity
on the need for conservation. How would you classify them? One teacher in
our class admitted that hef first classificationt seeinca pedantic and dull:
"Personal, local, national, and internationat" Heathcote's response was that
her idea was fine; it was only her vocabulary that.was at fault. She suggested
that she feed in a bit more information and show implieations in her classifiCation: "Some of us think of charity beginning al home; others think it
means giving to other people." Another student suggested, "Health, living
conditions; and leisure." Heathcote proposed an alternative, "Some think
money should be spent tc make life inore healthful; others, to enhance the

quality of leisure time." Heathcote's classifieations categor4ze without putting
separate items into vague or highly abstract classes. The' language she uses.
provides a handle for subsequent dramatic actiOn.
After .the teenagers in the Stone Age drama caught their fish with the lines
that were ritnalisticaliy distributed to them, they gathered around the fire
and cooked them. Heatheote suggested, "When you have eaten .ytiurfish, you
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may have a use for what is left over. /s anything of use?"
Their responses were: "Bones make hooks to catch "more fish." "\The

eye\;\

because they once were beautifUl." "The skin to make a bag, a purse, ariy \
container, or more 'fishing lines." "The liver for medicine." "Their bones
make pins to join things together." "The guts, because people think they're
magic."
Heathcote quickly classified to feed back iMplications: "So we have fotir

kinds of uses for thingsfor tools and useful articles, for enjoyment for their
own sake, far making us well and keeping us healthy, and for Making us
strong and powerfill."
Sometimes Heathcote deterinines the implications of the class's responses,
not so she can feed them back to the class, but rather so she can decide on in,
apPropriate content ;;:ve l. for this particular class. For example, wfien the
junioi high seamen wzi. ^fling how they felt at the moment of leaving the
harbor, Heathcote
what:they Were saying intolhese categories:
_
1. Feelings
a. Lobkink back
b. Looking forward
2. The physical sensations of the ship
p. How other people would iew their yoyage
,

.

'This showed her what they were ready for, what held dramatic interest"forthem.*
Now Weshall consider a fifth strategy-for getting deeper: the use of probes
and presses. A probe is,an attempt at depth or-reflection-which-the-teacher
thrOws out in: the heat_Of_the dram, hoping the class will pick it up. It is
called:a probe because it is exploratory; the teacher can only follow a huneh

that the tiMing is right, that the class is ready for it. If they reject it, the
teacher forgets it for the time being and inserts it in another form later in the
drama, again hoping for a response. Sometimes the first atteMptat a ritual is

essentially a probe, in that it is a test to see whether_the time is right for
evoking individual contributions. If it is not, the ritual comes later. After an
unsuccessful probe, the teacher goes back to the story the ..`class is
dramatizing; for example, the class may want to get on with building a rocket
and forget thinking about its significance. If the probe is successful, it may be

a good time to: stop the drama or slow its-pace to .examine implications._
Sometimes a first probe will be ignored, and yet a second one, later in the
drama, with a different symbol for the same insight, will work.
., Here are some of the probes I've seri- eathcote use: Shell hold up a dead
animal the hunters have just killed and say, his had to die_so I can live

She will stand at the ship's rail and reflect, '"Tbil'w ter looks s6 gentle and.'.
*See Chapter. 15, ``Classifying Drama," for other Ways she laSsifies to 'help her
analyze what's happening..
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innocent and yet it is so strange. I cannot understand it." She h. pes the class
will reflect With her about the power of this gentle-seeming water, but, of
course, the musing is So worded that they feel no'responsibility or guilt if
they are not ready to take it up. When a group Of six-year-olds are exploring
the terrain on the moon, they find a rock made of gold that they decide can
make their heads disappear. She feeds bad( as a probe an implication that
might lead to 'Mystery: "So when you hold this rock, you lose your thinking
power." The children are not ready for this, so when they write their message
to leive.huried on the moon for the next adventurers, they go back to their
._own interpretation: "Be careful of this rock. It is a gold one.'If you touch it,
your head will disappear." When another group of six-year-olds are meeting
the ghost Of George Washington, she asks them what is happening in the
White House today. They tell her about Watergate and say that Nixon has
'been doing a lot of bad things. Had this group been high school students,
Heathcote tad us later, she in role-as GeorgeWashington's ghost would have
inserted the probe, "Oh, I am so sorry to hear about that, because what the
President does today determines how I shall be interpreted." It's 4 probe to
the Universal, but she avoided it with the six-yearfolds because theiwere net
,c yet ready to think aout hoW histnq gets written. When the 9ght- and
nine-year-olds were dramatizing the American Revolution, the reVel leader,
Ken, reminded Heathcote of the medieval martyr, Wat Tyler, who led the
..Peasants Revolt of 1381 against Edward III. When Ken said, "We're going to
have a meeting about this," he was in* the same position as Tyler, a villager
who said, "I'll go this far and no further," Wat Tyler roused a Whole countrY.
'He died ter his revolt; but the country was never the same again, because his
demands_for reform7were-taken-up-all-over
thcote-wanted to
share this reflection with Ken I'd provide a prebe into what for him was
probably a hitherto inaccessible period of English history.
Probes for depth are diagnostic; they are used to assess a class's ability to
respend. The class.ean either take them or leaVe them: Presses, however, are
dOibeirate-reinforcements of_probes. They.do not let the class Off the hook,
hut rmand a responie., Moit- of the verbal rituals described above were
presses, becauSe all the parficipants felt their contributions Were clearly
,expected:,
Naturally, Heathcote Uses presses oiily when she senSes the grOup'is-stceng
enough .te deal with them. Thui, in`n:drama when she asks a farmer how he or
she feels aVoirt the work,..the response -.might be, "I feel good; I brought in
tWo hags of corn todai.r Then insteUd of offering_congratUlations, Heathcote
'in 'refe as Overseer,might provide i'press,"All right, but what is the quality of '
thii corn? I t s net enough te juSt bring in two,bags, you know."
Man); times Heathcbte begins with a picibe antl.fitids' the .elass is ready to
pick it up.- Thelk:She Press* because the class has, net disinisse'd ber idea, she
tikes their first slight response as a cliiethat she 'dare push them ,to respond at
%
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greater depth. Her press then provid tt--. a tension and a challenge. She keep
the dynamic .of that pressure alive in the situation until the class has had a
chance to make new. discoveries about themselves as they stretch themselves
to endure it.*
The purpose of a press, as Heathcote puts it, is to advance a group "into a

less well-known and understood territory and a deeper:Consideration of a
situation." She introduces a press as often as possible. This doesn't mean she
hurries a clas't1ough a drama that still holds challenge for them, nor does it
mead-she denies em a recognition of having achieved something. What it
does mean is that ce one problem is solved, the students realize a more
mature perspectivea resource which Heathcote exploits as she wdrks toward
her next press, which will be deeper and more significant. In this way the
achievements in drama, like those in real life, become platforms for facing the
next challenge.
At the same time as Heathcote is pressing for gr.ler depth, she is choosing
each press on the basis of the feedback she is getting from the class. A,press
has to be in an area the class is interested in and must provide the experiences
they seem to be seeking. For example, if it's clear the class really wants to be

angryrighteously angry, of courseshe will press them very harshly and
unfairly in role to give them a reason to join in anger against her. Then her
to understand the implications of that anger at greater. .
next press will
depth. Suppose they'decide to express their wrath by killing off the golierrior
of their colony? What then? Heathcote will not deny them this decision, but
will warn them of the lifcely consequences of such an act. Her next press will
be to keep them onto the challenge of dealing with those consequences: the
trial-and punishment of the instigators, the bereavement of the governor's
family, the coming of a new governor. Through_all of these there will be a
press for greater depth.
Without presses, nothing significant happens. When the class has to subinit
to your press, when you won't let them out the easy way, modification of the
class has a chance to happen. If you let them solve eyery problem easily, there
is no drama, only a set of happenings.

The fivrahtrategy for getting deeper ,which we shall consider in this
'chapter is the use of symbol. Like the other strategies discussed here, the use
of symbols,,can have other purposes than getting at depth and implications.
One 9f the most common is to provide a focus.for a drama. Any drama has to
begin with a decision to limit the beginning moment to a particular time, a
distinct place in space, and a specific set of cir:cumstances.:** In other words,
to have a play at all, each of the participants must zero in on one center and

agree to make the drama happen frOm there. If each of the arrows is a
*For,use of presses to raise the level -Of language, see Chapter 16, "Code Cracking:
Literature and Language."
.
**See Chapter 12, "Theater Elements as Tools."
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participant and the center is the Big Lie, we might diagram it like this:

-->

= Big Lie -

= participant

At the same time, cllsiroom drama has the potential for reflection, either
within the play' itself or outside it when the teacher deliberately stops the
drama . to reflect. This makes possible a divergent proaess which can be
diagrammed.pe this:

0 = symbol
= each participant's
reflection

A feal or imagined concrete object can be used to provide either a focus, as
the first diagram illustrates, or a symboi for reflection. Whenever ,silch an
object is used to begin a 'drama, it is important that the class agree on which,
out of the many things it might symbolize, the objectwill in fact symbolize.
If this is not done, the drama is likely to go in dozens of directions instead of
just one.
HeathCote often starts,a-drama-with-an-actual-conerete object. One time a

girl in a group of 17- and 16.year-olds hands her a copper bracelet to Use fOr a
drama. Becausethe bracelet has an Aztec design orri, the group' decides to
make it an Indian bracelet. They choose to do a drama about an .encounter:
between Indians and whites. Heathcote asks the branching question:- "Would
you rather be a tribe of Indians or a grouP of white settlers?" Still' sitting
rather apathetically On the floor, ihey choose fiibe Indians. "Do you want to

invade my territory, or do you want me to invade yours?" Not surprisingly:
they decide she should be the white person who comes intO their camp. At
this stage in the drama,.their Main reason for ,choosing to be Indians may well
be their reluctance to move off their bottoms, which are firmly planted on
. 'that floor. Heathcote sees that her challenge LS to find a cc,mpelling'reison for
theM to leaVe their comfortable spot and come with her, She alsO.,has tp
figdie..out why a solitary white woman would approach their Camp. So she
goes awai: and comes back carrying the bracelet ahead of her in her hands;
she says, "The 'fact that I bring 'your chief's bracelet is proof to you of my
truthfulness. Your chief lies sick at iny hOuse." These carefu4 chosen words
0:
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limit the bracelet to a symbol of just one thing, not many. It stands for
something this tribe dare not ignore, the power of their chief. Making this
bracelet a symborof the chief sets up the one Big Lie out of which the whole
drania develops. It is what Heathcote often calls "the true pin on which the
whole cathedral can be built." When she chooses that the bracelet symbolize

a chief's power, any other things it might symbolize are set aside for the
moment. Heathcote's own reflection becomes the dramatic focus.

i

asbrascyemlet

I/

this symbolizes the chief

je\j

/ 1 .11% I\
bracelet
as dramatic
focus

This bracelet, as a symbolof the chief, is a lure powerfUl enough .to get the
group up from their comfortable positions and finally into the white.woman's

,

hoirse.. The group has a choice, but they cannot ignore her, because they,
cannot ignore their chief. They have to go and investigate, .and in so doing,
they have to relate to her. In choosing to go; .they find she iS in a sense in
their power: they can decide what they will End when they get tO ht: hov3e.
She ha:sr mit said whether or not they will find the chief dead, for examPle.
She only says, "Your chief lies sick in myhoUse, as he has for three daYs,
refusing food; he will not drink broth at the hands of a white.woman."
Later in this drama HeathCote Uses another item of adorndent, this time
not to start the."drama, but to symholize the difference between A chief and
other 'people. She focuses on this by asking: "Why is he Swearing clothes that
are so very beautiful when you are all dressed only in one feather."
"Because hkis more pow.erful-than we are."
"Why does one inan have such power?" she asks.
"He was born to it, and he has achieved great things. The gods know he is
greater than we are; he knows more than We do."
"My God believes all people.are equal,"'she says calmly. "Where does your
chief go after death?"
..
"He goes° lo a rilh huritingground."
"Will you go Where he goes after you die?"
"No, because we are of a different station; we have not won this`stage." In
this case the symbol of clothing has led to an examination of two contrasting
ways of life. A whole cuhure is growing from the clothing of a dying king. It
is a symbol that leads .not to a focus for .the Big.Lie.ai the bracelet did, but
rather out into reflettion.,Look at the diagram on the following page.

''SM.4

.
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difference in knowledge

difference in birth

K1 \

difference in greatness

contrast with white woman's belief
clothing
as a symbol

.

difference
in afterlife

the Will of the gods .

The white woman's house also becomes a symbol, a focus for reflection
about her way of life as seeri.from the "outside"-that'is, from inside the
way of seeing. So they ask, ."Why do you shut the light out and cut
-at . trees? Why do yOu build this dark building
around you?" One girl
tz;k: 11= 3 book and thoughtfully turns a
page.or two as if she has neverseen
c,,:
i Irefore. "Whil do you keep these things with marks on them in
y our -.Is:" rocause Heathcote has trapped theminto
coming to her house

to firs, tLu chi( (who they have now decided is dead), Viese Ind.'
a.;:arnitie
ilr,me-sornething they might
(to
s; 3h moment-T., of reflection,

can

not otherwisAave a cha ce.to
a class can speculate on all the various

symi7olic meanings that shine forth from an object.
In another drnea in which the class has turned itself into a tribe of early

Britons, each iadhklual chooses a particular job within thrl primitive
corntriunity. One boy r)ecides to be an snowmaker': Heathcote
stops the drama a
little later and in a ritual asks the °community members,
one .by one, What
their occupations might symbolize. The arroWmaker discovers his
occupation
rnight symbolize 'any of these things: the skill of the tribe, the.level at which
the tribe understandi metal, the power c1F the Britons, or war. Because
HeathcOte treats an occupation as a symbol
implications are eXposed. The
class is ready then to use the Brotherhocds Code to find another
particular
situation, perhaps in a vastly different time or place,: where
an occupation can
be found that symbolizes one or more of these same things.
In a lifeboat drama, Heathcote asks that each
person say what personal
meaning the word "boat" conveys. Their answers punctuate the
rhythm of
their. paddling. ManY hold symbolic potential: `!alone"; "father";
"fighting";
"despair"; "going back"; "self-sufficient"; "we sur-Vive";
"discovering about
ourselves"; -"teasion";."conflicts"; "faciog death"; "finding another island";
Niscovery of a new, strange plabe." They. :reflect
on these symbols a bit, then
choose one to explore as the focus of the drama. Later Heathcote
stops again
to reflecti:,"Does what happened in this boat Ilapnen to
every group that is
thrown togelher in this way?" Their response. is 3 -,4,anding
to the universalOften when a class comes up with something that holds the
potential for
functioning as a symbol; Heathcote Picks it up and helps
them see its
significance: Fe: example, in one dramdshe starts in role as
a guide who takes'
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the children on a journey over the Mountains. At the journey's end, shk
stands with them as they look down over the valley below. She says, "This.
valley is yours. As your leader Lean only take you to this spot: You'll haVe to
do the rest yourselves." The group lies doWn and rests. She lets them relax for

a while, then presses, "The minute you step down that mountain, you. are
beginning to possess the valley. -That will be the start of your Hying under
your own laws." They, aren't yet ready to take up the Challenge, so they eat
,--and drink-thiclikigsongs. They begin to assume responsibility very tenuously
by deciding to have 'a special song as a symbol of their new 'nation. They
spend some time trying to find one, discarding several in turn. Finally, they
settle on "Edelweiss," which they sing aS they build their homes: Then they
go on into house play, whirl is a very appropriate Way fOr them 5.0 get the

.

feel of being a nation. Thisgoes on for quite a while"; finally, they decide that.
it would be nice. to have a child-born and that it Would be good if theyhad to
wait for it and if eierything were against iti-heing born. So they wait and Plan
, hoW this baby'sl.irth will be celebrated in'tbe coinmunity. They Make laws'.
':about who Shall be. allowed td eat Low muchof the karce,fou..1 Supply and.
'come. up .withia.law that strictly limits food consumptien to the capacity to

werk kir the community:Then they discover that the 'future baby's mother
cannot do her share of. the work. Thus, a gentler law.-.comes into being. The
new:baby becOmes a symbbl of a coinmunity where people matter.
Sometirnes mere physical position has symbolic value. When.one person is.
set apart, physical location may be symbolic of psychological position. Once
.

Heathcote was doing a drama to illustrate the kinds of trials that test the..
strength-of a communitY. She asked for a vOlunteer,theri sent the rest of the
class out fo k. a recess. When they came back in, :.they found- this one- boysitting apart at the far end of the roOm. Sht had given him no instructions but

to stay there. She told the class, "Mannie wants to ledve us." His physical
distance had beCome a symbOl for his apartness.

.

Mannie had no:words yet; he just stoodslubhornly apart: Before long,
under`jle 7,eessure of his classmateS' pleading, he came up.with a reason for
his deeisic:, w leave--a deCision bont in the impliCAtion of his position in
relation tO the group. "There's too much freedom here; no one .has a fixed
job. I want a place where there's a schedple for everyone."
Heatheote does not limit: her press for symb.olic. meaning to classes of

normal children. She often asks severely: retarded or mentally disturbed..
patients what a particular thing stands 'for, or what its purpose' is.When she
once asked a group of Mental patients what fire Was for, their answers were
the universglly shared ones: "For burning," "For warming," "For keeping
fear away," 'Tor keeping safe by:" and "For telling stories by."
SOrne things have a significance that is widely shared among all people in
our culture and,- to some extent, throughout .all human communities; they
Function .as symbols. Bread, is- a symbol of survival, humility, poverty, the
7
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seasonal cycle, sharing, work, and reward, to name just a few of its meanings.
The.possible meanings are limited by the situation, liONVever: to function as a

symbol of poverty, bread .must be the only food a people have, and there
should be not quite enough Jo io aro:1nd, Once Heathcote was hoping to
make the first, ficl caught by a Stone A.ae tribe a symbol of_survival. She
wanted to pose the tenSion of dividing a fingle fish so small"that.they would
all be left hungry after it was shared. "AltliOUgh' at One level this is just
something to eat," she.pointed out, "at another it is more than that. it itands
for all the problems our tribe ,faces in th'is harsh land by the sea."Just when
she was getting the whole group's attention focused on that one little fish,
however, someone caught a bigger one, then another; and her chance to make
the first one a symbol of survival was washed backinto the,sea.
Here are some symbols Heatt.cote.has found peful-and sorne of the more
qmidely shared meanings associated with them::
Need, receiving, home
Candle Security, calm, light, solemnity, faith, loneliness, knowledge, shelter,
fragility, time
. Chest Wealth, travel, secrecy, security, mystery, inheritance, burden,
ownership
s,
Cloak , Authority, travel, comfort, power, strangeness
CoTfin Loss, protection, faith, mystery, journey, destiny, ritual, -vanity,
preservation, eternity, death, no return
alp Group agreement, ,alignment, intrigue, sharing, hospitality,, healing,
ritual, heritage
Fire
Sun, destruction, life, cleansing, eternity, faith, hope, consuming,
magic, protection, superstition:passion, radiance, eternity, comfort,
anger, waemth
_
Flower Life, growth, innocence, beauty, death in life, ritual, promise, cycle
of maturation, fragility
Key
Security, limitation, freedom, cordiality, opportunity, intrigue,
maturation, punishment, discovery, power, privacy
Ring
Union, power, circle from the moon, feminine, womb, croyvn,
eternity, power of another, magic
Sheath Trust, vigilance
.
Staff Authority, control, wisdom, defense, ritual, magic, guidance, age;
dependence, tree, growth, male
Bowl

'Star

Remoteness, mystery, guidance, steadfastness, enchantment,

humility, aspiration, infinity
Sword Self-preservation, power, authority, conquest, ritual, honor, justice,
re tribu tion

Water

Cleansing, baptism, change, life.
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Because responses to these symbols are widely shared, they can be used
very effectively in classroom drama. They provi e a concrete way of:
experiencing an event even when feelings about the event haVe not yet been
aroused or, if aroused, are not yet expressible in words..The symbol itself can
help. give rise to the feeling or, if the feeling is there, provide a group the
means of, expressing it. When a feeling is expressed .through symbol, a wider
range bf meanings can be discovered than when it is expressed only in= a
cognitive mode.
As we noted early, in this chapter, everything implies something beyond it.
In this sense\i've"ean look below the surface of any moment to its meaning;

any event can become a symbol of-something that transcends it..What
transcends it are the universals, the ultimate meanings that seem to matter ti5

human beings; without which a person is barren of satisfaction and of
grolying points.

Heathcote does not invent ultimate meanings, but shk; facilitates their
discovery. Reflection makes possible the distilling of experience to its
essence. You cannot get classes to this kind o:! reflection without expecting a
response .from them, without probing and pressing for it, without demanding that they try to get deeper. By insisting that -they try to'reflect, Ileathcote
earns the respect of her classes and deepens 11r respect for them.

9

, 9. WITHHOLDING EXPERTISE

Dorothy. Heathcote often deliberately puts herself into a situation in
which she clearli signals to the elass that they know more than she does and
have information: she needs. She quickly and deftly communica!es that it is
their ideas, not hers, that will make sthe drama work, and she asks questions
she knows they and they 'alone -can answer. Theiranswersire the material she
dare not ignore,. for .they show her the' Children's interests and desires, and
carry with them:the children's tOmmitment..She does not correct their misperceptions' or misinformation at the_ moment she receives IhemLshelets her
own expertise dribble Out little by little' as the:drama proceeds. For example,
if the group decide to-be :pirates in the.olden days, she mar ask thein what
they will do as pirates, and they tidy answer, "Bury treasure." Then she Will
ask ihem What they need for this job. If they say, as one group did, "old
rusty Shovels".(since:that was'their perception of "oldenlimes"), she lets this
muddled understanding standlfor the time'being. She :might try to correct it
later by suggesting that they buils1:4neW treaSure chest:or buy new sails. In
anjr drama she begins by taking,* informatiOri the Class gives her just as it
iswith' three exceptions:i.She'corrects misinformation if it will interfere with
the belief of the'others- if it cannot be included without blurring the
dramatic
focui; or if it interferes With her goal-of presenting the historical
period
accurately.
,
Thus
.:. Heathcote withholds her own information but does not deny the
class her feelings, he.r response, her presence, her power. She is wholly there
at every moment; her expertise is at the seryice of the class, but she shows it
in her .questioning, not in her telling. She wantkthe children to discover as
mueh as possible through the drama itselt
Often with.American Children she .uses What Many of Us might cOnsider a

,

.

.

,

;1,.

I

disttdvantagenamely, the fact that she herself is British=to adrantage,

turning a timitation into a strength, as she so often advocaShe will say to
American youngsters,'"I donl kn'ow. how you go about this in America. Do
you. .r Her warm smile and.softspoken bewilderment are:lures too good
to
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miss. The class jumps at the chance to help her understand.

Here's how the first half hour with a-group of eight- and nine-year-old
Americans goes on a Jul?' third. Heathcote begins by asking forthrightly, "I
doult really know why everybody's on holiday tomorrow. I know it's a tIling
called the Fourth of July. What is that about?"
"Independence."
"The Declaration of Independence was signed."
"By Americans?" she asks.
"Yes."
"Is there a piece of paver somewhere? You know, in a museum or someplace?"
"Uh-huh."
"In Washington."
"Is it'?"
.
"That's where most stuff like that is kept."

"Can you sort of go round and look at it?"Is it in a glass case? Does
anybody know?"
"Yes. Probably."
"Ordidary people can walk in. I'm very pleased to hear that," she says
:with a smile. Then she leans forward and asks earnestly, "What were you
wanting to be independent about?"
"Freedom. Religious freedom."
"Reli0Ous freedom? I see. Well, who had been telling you you couldn't
have it?" she says, beginning the subtle process of turning the class into
colonists.
"Britain.",
"We have said to you that you can't w:Irship whom you like?"
"Right!" one boy says with determination as others nod.
"That's terrible. I feel embarrassed about that ...Why didn't we let youworship whom you"like?"
Ken, the:slight boy who has answered ;;Nust of the questions, says eagerly,
"Oh, I think I know. It's because Britainwell, we had to pay taxes to
Britain. .:. .Britain made the colonies pay taxes for things they didn't even
buy, and they made them pay taxes without being represented in Parliament.
Something like that."
Several other children are nodding and saying, "Yes!"
"You mean we were sort of holding you almost as subjects"and, notIngthe puzzle-cl looks at the word; Heathcote adds"and slaves to do what we
wanted?"
"Yesf Yesandpay taxes!" The children were almost shouting now.
"That small country'over there tried. to tell this big country...."
"It wasn't as big as it is now," Ken interrupts. "It was only thirteen
Eastern states."
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"Only part of the country," adds another child.
Heathcote, unlike many other teachers.I have seen, does not congratulate
the class on their information, nor does she encourage competitiveness by
rewarding Ken with a special praise. Instead, she focuses on her own learning;
she lets, the children teach her. "Oh, I see. Yes. Yes." Then she pauses, stands
and summarizes, "It's very easy, isn't it? To write in a book...." and
as she
writes large on the blackboard she says, " `And on July fourth'. What year
was it? De you know?"
"1776!" shou ts Ken.
"1776? Is he right?" she asks the others.
.

SO she finishes the sentence_on the board, "On July fourth,1776,
the
American Declaration of Independence was signed." By using their information and either feigning or exposing her ignorance, she harnesses the children's energy; _theyare-ready to _decide /for themselves whether
or not to
make a drama about the'War of Independence. "You know, I wonder
what it
was like really? Are you interested in going back in time? Suppose we said we
are going to make a TV program for the people of America so that they will
understand something about the War of Independence. Would you be
interested in doing the TV program?" Some szy yes; others nod uncommittedly; some shrug their shoulders; but all decide to go along. To win the
interest of the others, she asks more questions: "Let's begin by deciding what
we want to jell people about the War of Independence. flow many things
happened tliai you know about that must have been very exciting? Were men
ever in danger?"
"Yes, yes!" say the children. Heathcote hands' out several
pieces of chalk
to the group and asks them to write down anything they
can think of that has
to do with people in the war. Most are hesitant; they pass, tlie chalk
from ore
to another and stand uncertainly. After a few moments,
a few children have
put onto the board:
Boston Tea Party
Tensions
Battles of-Lexington and Concord
Declaration of Independence

,

War
,

No t tinuch, buta beginning, andit is this tentative list that
Heathcote must
start With. She,reads each word carefully, upgrading it by 'the-seriousness of
her tone. Her primary .goal at this point is to get the childre'n's
belief going.
She knows she cP.n do this Only by building On the
scraps of information de
children have given her. More information.is not What -they need
first; what
they need is confidence-in the information they have and
aWillingness to try

9
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io identify with those early colonists. By Withholding her own factual
expertiie, Heathcote gives the childr,n a chance to use their own experience,

to act on what they know. If they start to'wor'ry about too many details,

.

belief is lost, and there is no drama. Heathcoté knows
. that working this way
means,inevi tag), wading into a woolly mess of misinformation. She trusts,this

process of wading long enough to get what she's afterbelief and commitment. Misperceptions can be corrected %.,:lter in the drama or after the
drama itself is over.

On her first meeting with a gr;up of six- and seven-year-olds, Heathcote
shows a picture of a group of children of about the same age. She explains, "I

have a group of English orphans; here they are. I need a place for them to
stay, but I. don't know, how you go about getting houses in Evanston.T.an
you help me? How do I find on't if onz's for sale?" At first tbe children grin
and look at one another in disbelief, but then the answers start coming. By
the time she :asks,0"How will. I know if it's a good pface for children to live?"
the children'are ready to start bilking about yarcitand beds and places,to cat:

She thanks them lir their suggestions and,en 'asks, "Are you good it
.giving advice?"
Of course th6y are, and..-t1Keyi-nod-and °say "Yeah."

"Oh, I would appreciateqt,very much," Heatheote smile§. "The advice I
want is this: I've been told there is a house in Evanstdn, but I need to know jf

at's big enough." 8-146 shows them a piatfte of the orphatis- again;. they"
examine it quietly; then they all coutit slowly in unison until they reach 19.
"Nineteen orphans; could I get a house in Evanston big enough for nineteen?" She turns to the board and draws-a house, asking the group whether it
seems bigrenough. The children suggest she put a door in the middle and a
room on this side and a room on that. She has a few volunteers join her at the
board, and they,draw,American houses that would be better suited than hers
for 19 orphans. They suggest that the orphans need a back door and a door
mat.
"You could put 'Hello' on it," suggests one child.
"Yes, to welcome them," adds Heathcote.
"Do they speak Arnerican?"
"Pdon't kft, y," says Heatheote, leaving the problem" of a "Hello" that

-

.

orphans cannot read fOr later follow-up if .the children choose. T13. four
volunteers at the blackboard-are busy deawing elaborate houses. All watch for
a moment, and then Heathcote turns to the others and focuses on how Much
such a large house would cost. The answers range from $20 to $1,000. Noting
the disparity in their guesses, she suggesti they go home and ask their parents: :
Then she.,softly muses,. "So you 'really know about Amerien children: I
wonder, will theSe orphans be all right here in America?"
"Prettymuch," says one girl tentatively.
"Lots of times they'll take dope,"sajs a short six-year-old with long blond

t.)
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braids.

"Qh,L couldn't have them do tlit!"
.`"Well, that's what they do," affirms a boy seriously1"so my sister says."
"Would I be able to prevent it?" The children shrug. "Do all American
children take dope?"
"Only in the last-grades."
"Well, none .of these are in the last grades yet. But what if tifey do
when
they get to t.l!e last grades? You'll have to advise me. about this." The
children
are silent. She prods, "Is this something you can advise me on?"
"Not so easily. You can't just tell them to stop it."
"Can't you?,Do you think if I started them young enough?"
"No, they'd just stay out of school, playing hooky:" All the children are
talking at once now, most agreeing with the last speaker.
t'Oh, you'do filiMe with a lot .of worries," Heathcote dys, reflectin0Zir
concern about the diffieulty Of this Iproblem with'out inserting anr.glib
mbralisms or solutions. She asks a'child to make a note on the board to
remind her that she has to stop the orphans from taking dope. ,She
tells the
class againthat,this is one of the, things they will have to'advise her
on.
PerhipS to cheer her up, one boy, Suggests, "Well, people from. other
countries, I don't think they take dope."
Other children agree, "No."
.
.

.

.

.

"Well,
just hope, then," says Ileathcbte, not, remoVing from the
children their responsibility to help her solve the problem.
,
"There are some sehools where they don't lake dope," says one girl.
"That's only grade schools,". a boy reminds her..-

"If you watch, my sister says, she knows when they-take dOpe._1_
Trei.theote says, "I:think I ought to meet xour sister, really. Perhaps
you
&mild find out more things frOm her."
Then she turns and looks carefully at the houses the children have drawn
on the blackboard. She, notes aloud for herself the features she needs to
remember: at least three floors, w,indolks, lots of rooms. Again she
is not
tkaising the .children for exhibiting ,their'knOWledge, but simply thanking
them for helping hei with her problem.
,
.

The class is _now ready to go to thht houSe that's for sale and lOok irover.
She directs them to stand up, and they all take hoc to ti hus stop; showing
her how to pay her fare in America. When they arrive
at the house, she asks
them to look it over ind tell her whether it's suilable for 19 orphans.
Again
she has dealt a hand of good cards to the children, giving them
the one task
they can do better !Ilan any adul tin the roomto look at
an imaginary 'Rouse
from the Fir!: of vielkof a child who would live there.
,
1.."I'll stay in the hall here," she says, standing beside the
blackboard in the
room where her adult students are gathered. "Every time you fifittkiriething
I should know. aboutthat's sOinetiiing about being
an orphanagecome and

9 ti
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tell me." The children scatter, looking into all the classrooms that open onto

the hot, close hallway of the church buildpig where this Northwestern
University summer school class is being held. t1efore long, a residence takes

shape in the children's minds. They find a TV s& four floors, a piano, a
whole room that is empty, pretty big windows. Then one boy gives HeathCote
a gift she hasn't expectedwhat she tells tbe adult class later is a great
godsendsmile thing that provides the focus of the next day's "drama:
"We looked down,in the basement, and it was a never-ending hall."
"A never-ending hall?" Heathcote repeats slowly. "That sounds marvelous
for an orphanage." Then, musingly, she upgrades the language: "Hmmm, a

never-ending corridor." Then children stop shouting out what they have
found long enough to muse a moment with her. Heathcote senses thatthis
hall might be used to keep open the fantasy world, to serve when the children
want a story.
George, the boy who diSCovered the hall, adds, "I found there's a window
at the end. It looks like you cansee a coastal line; I think it goes to China. In
China they see it from down below, but you see it from up above."
Heathcote iater tells her adult students that this information is something
she hasn't time to sort out or use, so it becomes one of those fragments that
lie about, the pieces the teacher chooses not to pick up, which might serve as
material for later drama. George may have been givingHeathcote his understanding of the mystery that tbe world is round. He may have been told that

down below our feet is China; his conception may be that this is a coastal line
that can be seen from a basement window at the end of a never-ending hall.
For Heathcote to stop to sort out concepts and provide expertise at this point
would be to move out of the drama and into 4 teacher-giving-information
role. Instead, although at this point not-too many of the children have even
picke'd up the never-ending hallway, Heathcote chooses to make this one
thing come alive to as many of them as possible..This way she provides a

point of ,entry for the nex,t day. The coastal line has to be dropped for the
,

time being.
The children keep finding things orphang would like and shouting eagerly:

a fireplace, two couches, a table, an elevator, a chair, an ekit sign, a fire
escape, a fire extinguisher.

Heathcote repeats, "A fire extinguisher and fire escape, writing it on the
board. "Do you think those are important for children?"
Ciyes.11

"They wOn't have had them in the houses they've been living in, but you
think in America they ought to he sure they have one?"
"Yes, becausp if they live in a big house, how are they going to get
down the Stairs if they're on fire?"
"Yes, I see," Heathcote warmly encourages theni to care for;.the welfare of
these orphans. "Do you find there are many fires in Kmerica?" They go on to
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tell her about the Chicago fire "in the eighteenth centay."
She looks over the list on the board and asks which things are necessary
and which would merely be nice to have, stretching the children to classify
the information. She asks, "Do we need an elevator? How will they get strong
legs?" Instead of judging their contribution, she uses a question to help
them
see its limitations. She leads by withholding not only her expertise but her r.

judgment as well. After some discussion, the children finalfy hold that
an
elevator is necessary, not.merely nice; strong legs will be developed by bikes.
It's as if Heathcote says to herself, "I'll ask the children to tell
me what
this house is like, and anything they say I shall accept and make
use.of, unless
it is patently absurd"as it is when one boy says he.found 2,038 windows. At
that point she puts him to work writing what the others find. Every other
suggestion she takes very seriously. When someone finds a mirror, she puts

her hand*to her chin and muses, "I don't know if we need a mirror for
children. Why would they need one?"
"For making funny faces in." This answer she accepts and repeats. She lets
the children tell her pat they need to play, and-thus plants a seed for action.
The next day, she appears as a ghost who doesn't know how teplay,
and the
children show her how.

When the children find a music room, she doesn't say in a teacher tone,

"Oh, how nice!..We can teach the children music.".Instead, she asks,
"Do we
need a music room for an orphanage? Is music necessary ,for children?"

Their eager "yes, yes!" commits

them to a vahe they are openly
acknowledging is theirs, .not just the teacher's. They decide
together that
music should-gaion the list of things that would be nice to have; TV is on the
list of necessitiet Again Heathcote makes no judgment.
The next' day they furnish the rooms of the orphanage, drawing plans for
each part of the house. Again Heathcote relies on their information. For
&ample, when they are trying to decide whether a certain room is large
enough for a bedroom with 19 beds, they decide they need
to know how big
each bed would be. When Heathcote asks how long
one might be, a boy
suggests .that it should, be about the
size Heathcote is tall. "Oh," nods
Heathcote, "he means if I lie down, the bed i'vould be as big as I am tall." So
she lies down on the floor'while the group 'measures with
a string. "Shad,
beds be the size of a .person orlarger?" she asks.
"Larger."
"I wonder why we need the extra length in a bed?"
"No one wants to bump their head."
"Or fall out."
"I quite see that. Right! Well., get to measuring."
"How will we measure in feet?" one boy asks.
"See if the lady of the house has a yardstick. I can't just order
a bed from
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here to here.". They Make guesses and try to figure out how long a foot is
without a yardstick. She lies there, not solving but.magnifying the difficulty.
"It's such a problemi I'm five feet six inches; does that help?" They finally
agree On beds site feet long. Again by withholding her expertise, she tMnsfersj
the tension of Problem solving to the children.

Heithcote sits Up and asks, "What makes you happy in your bedroom?"
They start talking.animatedly with each other. "I like it 'cause I can jump up
anddown on the beds."
"Lots of stuffed animals."
Heathcote smiles. "I'd like for these orphans to be happy."
Before they leave the bedroom, site asks whether it needs to be kept tidy.
They agree that it does, so that people can walk around. One child suggests
that she'll have.to scream- out, "Get your room clean!"
"How could .we do it so I don't have to shout like that?" she asks. This
question stumpa the class. They think for a fiw Minutes. "You could Make a
rule; put away what you use:"
"How do we get people to do that?" They talk about this.for a while and
finally decide that her job would be to clean the bathrooms and dust, and
each of the orphans would clean up his or her own things and vacuum. So a
social order begins to.take shapeone based on their own underst+lings of
how a household should operate. She asks them.what else the orphans would
need from her..
"Protection."
"If they fight."Protect younger ones from older ones:"
"Make sure the house is safe."
"Protect you froni robbers." It is obvious that the children are interested
o in helping her figure out her role.
"Anything else bu t fighting and robbers?"
"Cooking."
"Lock the door."
"They'll get in anyway."
Heatheote asks, "Nothing else I can do?"
"Look after first aid."
"I Nyas hoping I could do things that are more important than that."
"Washing kids up."
"Help with reading if they have a problem."
"Answer questions." .
Heathcote nods, "A big responsibilityto be able to answer all .the questions. I'll bet you've got some interesting questionsreal hard ones. Come
tomorrow with real hard questions for me to answer, ones you'd really like
.

.

to be answered, and tomorrow you be the orphans to try ft out." So the .
session ends, and the children walk out talking to each other about what
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they'll ask her the next

(4,
,rlat they choose are the kind of questions
children are experts atriddles.
No matter what the subject matter of the drama, Heathcote manages to
feel her way into a situation where the children provide the know-how.
For a
final gxample of this, here is what she does the following diy with this same
group of six- and seven-year-olds. They meet in the large social hall of the
church for this class. It becomes the orphanage where. the orphans eat their
evening meal of macaroni and cheese together and then go to sleep. In the
middle of the night their fairy godmother wakes them to take them down
the
never-ending corridor, where they have agreed they want to meet a ghost.
Sure enough, a ghost is there. She is standing with her hands over her face,
moaning a high-pitched. cry. As the children approach, she looks tentatively
out at them and asks, "Who are you?"
"The orphans!" they tell her. eagerly.
Then Heathcote as the sad ghost asks, "Can you help me?r They all say
yes. "I've lost my mother and father, and I don't know where they are. Have
you lost your parents?" They all nod and say yes. "But how can you be
happy? Did you manage it better than me?" Choosing to be in role as.a ghost
whoois an orphan, she probes to see how much.orphanness lids become
a part
of the children. She asks, "Where did yolr parents go to?"
"We don't know," answers one girl plaintively.
"I don't know where Mine went either," says the ghost, starting to weep
again. Then she looks up. "Do you suppose you could teach
me to be
happy?"
"One boy suggests, "All yOu can do is make friends and then you'll
be
happier." ,
"But I have .nol friends. I don't know hbw to make friends," she

covering her face again.

moans,

"We'll be your friends."
"I'don.'t know Iwhat this word means," she says, pressing them to examine
their experience.
"It means to play with each Other."

"To share." Serral talk at once now-.
"You like eachlother."

"I .think I co4ld like you," Heatheote says tentatively, "But I haven't
anything I could share with you."
"That's all right."
"Could I share My corridor?r
"Yes!" the children chorus.
"Will you come see me sometimes?"
"Yes. We just came."
"I know, but it was an accident this time. I've been here such
a long time.
And nobody ever came. I thought nobody cared.' The children
assure her

:
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they care, and they agree to come again to teach her how to play. Heathcote
comes out of role and asks them what the ghost should be doing while they
are away from her. They suggest that since she's a sad ghost she probably
cries all the time. One child suggests that she might do something else.
"But-there isn't anything to do," presses Heathcote, still out of role.
"We can put a swing up and You can swing on it," a boy sugests, looking
up at the vaulted roof of the church hall.
"Hey, you know, you could put a swing up here all right. Those rafters are
like Westminiter Hall!" another boy shouts.
'And it would be a l00000ng swing!'
"Is swinging a good way to play?"
"The children chorus, "Yes!"
"Do you use it to go backwards and forwards?" Heathcote gestures her
puzzlemen t.

Again the children shout, "yes!"
Still in her own-person and not in role as ghost, Heathcote aske"What will
you do if I'm afraid of swings? Is anybody ever afraid of swings?".
Some children shout, "Yes!"; others, a scornful "Noi" "You'might have a
problem, a little," acknowledges one girl.
Heathcote Narns them, q think you may have a problem, because I don't
know 'how to play. Would, you like to try and teach me?" The children say
they would. "There are more things than swings, aren't ihere, to play *ith?"
They nod. Heathcote suggests they start over, coming down the corridor,
finding her 'again, arid helping her learn to play; they go away in a hum of
enthusiasm. Heathcote has handed them a gift, a chance to show her the one
thing they know how to do besttdplay..
When they come back, their faces show the eagerness of a shared decision.
They are going to teach her a game. She greets them sadly, her whole body
drooping with discouragement. "I didn't think you'd come back," she says, looking up at them briefly and then returning her gaze to the floor.
"We came to teach you how to play."
"Remember, you wanted us?"
"The,first game we can play is called hiding."
"Hiding?" .0ne bright-eyed blond boy explains to her how to play hide-

\

and-go-seek.

"I hide all my life," sighs the ghost.
Several of the children propdse changing to another game. One girl hits
upon a different solution. "You could be the seeker." Heathcote looks up at
her bewilderedly. "The seekeryou find us."
Another girl corrects her, "No, she wouldn't like that; she's been hiding all
her life:"
"But I've not been seeking all my life," the ghost says,.with a glimmer of
interest in her eyes. "You mean you'd let me look for you?" They nod. "But
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I'd never be able to fmd you," she says, resuming her despiiring pose and
plaintive tone:
"Yes, you will."
"We'll help you."

.

"We'll bide in some dumb places like the curtains." Nods and giggles
accompany their glances at one another.
"You mean you'll let me be clever?" Heathcote asks, ironically mirroring
what she is actually allowing the children themselves to be.
iyes.1!
.

"No one ever let me be clever befoie," she muses.-Then, in a frightened
tone, she presses the class further, don't know whether I'll like looking
for
you." There is much talking among the children at this. "But will
you run?"

-A

"Do you always obey the rules?"
"Yes."
."I don't think I'M good at rules."
"We could teach you how."
"Teach Me how to do the rules then. What do I ha le to do3"
"Well, you have to find us, try to find us, and if y 'u don't find us and you.
want to give up, you can just say 'I give up.' "
"And you've got to counat to a number, like five or ten, twenty-Lanything."
"Why do you have to count?" asks the ghost.
"So we'll have time to hide."
"Oh, I see. I wouldn't mind trying it. Is this call d a game?" They nod an
affirmative. "And iS it playing?" More nods. The she infroduces, a new
per'spective. "Seems kind of 'strange. Hiding to be ound?" More nods and
murMured yeses. "All right..
count, shall I? ow many do I have to
count?"
The children decide on ten, to make it easy for h r. She asks them
to show
her slowly to count, and they all count in unison. 'One. . . two: .. three.
.

four...."

.

"I've got the idea. All right," Heathcote says and counts slowly
to ten. The
children scramble, giggling. Most of them hide togethei in a rather obvious
place under a line of tables at one end of tlie ball/. When Heathcote finishes
counting, she.sighs wearily. "I don't know if it's wotrth it. Should I look?r
From their hiding places the children call Oger4, "Yes, yes!"
With another deep sigh the ghost woiTies, "I'll iiever be able to find them.r
She walks slowly in the 4posite direction froin th/eir
hiding places.
"Yes, you will! Yes, you will!" urge the child4n.
.
The ghost listens. "They're over here Soiniewhere," she says,' moving
towards the curtains. The, children behind them can't wait;,they

"You let yourself be found!" she says in arnaement. One child

10

jump out.

takes hei.

,
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hand, angl they go together to other hiding places. A boy points to some.,
shoes beneath the next curtain. "Oh, there's one!" says the ghost in trihmph.
As the children who are found help her, she finds another, then' inother.

Finally, she says, with a note of her old despair, ?But I didn't find everybody."
"But you found a lot of people," says a boy consolingly.
"Oh, there's one! You really do obey the rules," she says, finding a boy
behind a pillar.
"Where's my' brother?" asks a girl at the ghost's side.

"I don't know," the ghost answers.
"I know!" coMe several voices.
"Where?"'
_.
"Here!" come several voices from under the tables at the end of the hall.
"I'm sure I haven't found everyone. There, were more than this."
"I know where' they are!" say some of the children 'at her side.
"Can you,help me come and find the others?"
So they help her find therest of the children. In their role as orphans they.
have identified with other children who are unlike them in ',heir family
pattern but much like them in their capkity to play. Heathcote has deftly led
>them to.be very clever indeed. By withholding her expertise, she has led the
children to teach lier bow to play, then how to win.
.

10. PLANNING

Three stages of ihnning are leeded for classroom dramabefore the first
session, between sessions, and during sessions..Each stage poses a different set
of possibilities-and problems.

When you *in your initial planning, you first decide what is at-the center
of the lesson. Do you want tO modify the behavior of a class in a certain way,
expand their awareness, get to know them, or lead them into a specific area
of the curriculum? Whatever your goal is, you will need to concentrate all
your efforts on reaching it, so discipline yourself not to mix up your plans by
pursuing 'several- aims at once. At least for the beginning of the drama, plan
for every signal to zero in on your +=get:
When you have defined Our -elias, you can go on to discover your means.
First of all, whether or not you know the class affects whether or not
you can

go ;lead and plan a drama based on specific Material. If you don't know

them, you may just make a guess about their interests and behavior. On the
other hand, you may want to assess an unfamiliar class by asking diagnosticquestions like, "What do you Want to do a play about?" In this
case, you do
not choose any material prior to the first meeting.. You plan only that you
will not reject whatever the class chooses, and that you will try to get them to
reflect on their situation in some way. Heathcote often uses this approach
when she knows nothing about a group prior to meeting them.
When Heathcote knOws a class, she usually plans and sets up a drama
betorehand. Knowing the class enables the teacher to choose material and
devise strategies that will catch their interest and at the same time modify
where they are.
There are some kinds of plan that you must make before the first meeting
with the. class, regardless of whethei you know them or whether you will be
introducing them to a specific subject:
1. You need to get their attention.

2. You want to give them an opportunity to make some clearcut
decisions.*

*See the eiscussion of branching questions in Chapter 6, "Leading Through
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-3. You need to use something of What the class already knows to
contribute to the drama. To do this, you will plan to seek informationin sorne'of your questions,
4. You must bring the class to a moment of reflection on what is happening. All of your planning will be geared so that this goal is not bypassed,
no matter what the class chooses-to do orthow they handle the drama.
You need to decide whether you are going to approach this goal by
taking a role in tb,. drama or by stopping the drama.
In making these plans, write down each teaching strategy-you can think of
that might lead to your objectives. Beside each, list in two column& alt
reasons for using it and all the reasons against using iC Then you will h,we a
basis for choosing the strategy that has the most effect and the fewest limitations for the specific class you'll be working with. Heathcote urges you to be
as realistic as you can and weigh each advattage against'a disadvantage.
When Heathcote is setting up a specific drama,- she often plans the first
session elaborately and precisely. She_ will plan which role she is going to
assume to heighten the emotion of the drama, and perhap:s set someone else
up in role.* At this stage, she can "also assemble props: Heathcote is committed to 'Showing the class nothing but.the best reference books, artifactstpr
art objects she 'can find. Even with very young children, she uses adult materials more often than children's. For example, when she was doing the
drama of the seventeenth-century sailing vesel, she took pains to find an old
model of a ship of the period and samples of scrimshaw ca'rved by sailors. She

also collected paintings and -photographs that would help the students
identify with the conditions of work and life aboard a sailing vessel.
Just as important as planning what you will do is knowing clearly which
bits of the drama you dare not plan if you expect to harness the drive of the
class. Classroom drama calls for defining a particular moment and assuming

an attitudeand not planning beyond that. To decide on an outcome is to
reduce the drama to "just pretend." The goal is to live a-particular kind of life
at life rate in an. unpreMeditated way (as one doe: in most of one's life); that
way, surprise is not precluded by planning, but can shock an individual into
new awareness. Instead of planning what a group will do, you lead them to
act and then discover what they hife done. You must not try to predict how

theclass will respond to what you set up beforehand, nor must you -care
which f the alternatives they choose. All of your signals should be as open,

bland, evocative, and non-directive as is consistent with the goal you have
chosen. Early in the drama you want to elicit the class's ideas, unbiased by
yours. This is especially important because-most groups of students have been
programmed to expect the-teacher to tell them, not ask them, what to do. All
*The next two chapters give..More ideas on how to set up a dramatic situation that
. combines the elements of theater with ambiguity. The former keep the focus, while the
latter provides a hire, stimulating the class's curiosity and evoking a response.
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too often, the only questions a teacher esks are merely thin disguises for

directives. "Here is what we're going to do, :.:gor It's only
a,very brave child
who will dare say, "No, it's not OK."
The content of your initial planning will be affected by tbe goal you.have
chosen. Suppose you want to test ont a class you do-not know
and discover
what you can about thexn. In that case, you plan nothing est but that,
so you
can base your subsequent lessons on what you find out in this
one.
H you want to change the behavior of the class,
you approach planning a

fa ttle., differently.- It may be that you want a class to learn how
to confront

one another with language rather than with the blows that are usual for
them. In that cas,e, you set up a situation which cills for
a verbal battle. This gives.,

the class the confrontation they are seekingbut it also
pushes them to
iscover a new way to contend. You may plan a drama.to get a group to stop
kicking the furniture. This does not mean you can guarantee that when the
drama is over, they will not go back to kicking the furniture:
to do that
would he to play God. You can, however, get them on a
see-saw between
kicking 'and not-kicking by planning a dramaabout,
say, carinefor and
sorting eggs for marketwhich just might help them lean in, the
direction of
not,kicking. Your job is to try out different lures until they take
one and stop
kicking, if only for a few seconds.

,.
You will want to plan differently still if your goal is to
get the class into a
particular subject. Suppose you want to make the events of the
American
Revolution coMe alive and to stimulate an interest in that period
of American
history. Then your plans will all have to do with finding just
theright symbol
for colonists. Will it be having to pay still another,
tax; being served with a
billet to quarter an arrogant stranger, a British soldier:in
a small cottage; or
organizing a militia of Minutemen? You will need to Make-sure
to frame your
questions so that the class stays within the general subject.
If you also know the class, you can plan to
meet their needs as well as the
demands of the curriculum. Sometimes, in fact,
you face a conflict between
the two. When that happens, Heathcote, without hesitation,
opt, for meeting
tile students where they are. She calls this realistic planning. Far
too often,
we cram in history or geometry or* science or literature
as if we assumed that
once our students graduate, they will never again have anothei chance to
learn, never again converse with an intelligent' human being.
looks 'at.first is notthe subject matter but the youngsters whoWhat Heathcote
see no point in
knowing all that. She starts with them, not judging them,
knowing
intuitively
that it is their right to be Where they are, to reject
what they feel they must
and to affirm their own interests, no matter how different
these may be from
the ones the school would (ike them to have. Heathcote
Meets
(as all
of us as teachers do, at leas some of the time) with classes thatregularly
do not care to
learn. Her first goal is to hook them with a lure they
cannot resist'. The more
she knows about their, interests, the more likely, it
is that she can spot the
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little thread of. interest that can be pulled out of them and woven into a-drama that is a part of the curriculum area she is expected to introduce. She
makes no pretense of "teaching it all." It is quite enough if the students have
found a way in. They have the rest of their lives to read and explore; they
must begin by discoverinohat in a book they can find someone just enough
like bhemselves so that they can begin to ideiitify.*
For any drama, no matter what Ifer goal, Heathcote's plan is to work
slowly, to take time for the class to become committed and for belief to be
built. This does not mean she stands still or repeats work. Instead,. she thinks
of as many different ways as she can to stay in the same place while seeming
to move forward. She employs rituals** and group assessnients-of progress to
help a class stay with a problem and become aware of, their feelings in,a
si tu ati on .

..

.
..
To see how Heathcote's mind works in planning before the first day of a
drama, let's look at the strategies she thinks of in response to-a specific goal.
She is working with a feam of student teacyy ers who are planning a drama for
a gr oup of seven- and eighf-year-olds th e have not yet met. As usual, she
pushes her adult students to plan, as she does, so that everything they do on
the first day of a drama will aim at moving the class towards a chosen goal;
Therefore she urges the team to begin by writing down what they intuitively
, perceive to be the esghce of the drama, the significance of this work for this
particular group of children.
In this case, the heart of the drama, the central goal the teachers chb ()se, is
the children's realization that they have a common problem to solve, tha ?
there is no one to -rely on ekcept themselves, aild that they alone must find a
solution. Heathcote then helps them think through alternative strategies. She
reminds them that they 'first must consider the size of the group and- the
available space in the classroom. She suggests that their first decision wil! have
to be whether the drama.would be factual-truth or a fantasy truth. Heathcate .
herself starts with.practical, factual material when shewants.botit kinds of
truth, because no practical material avoids fantasy, but much fantasy never
gets to the practical.
Then she sugests that the problem they give these children should be a
very big one, since persons this age seldom find any problem hard to solve.
From the several problems she proposes, the teachers select that of recovering
a ship full of gold ingots sunk in the deepest part of the sea.
The team'S first job is to define the task and figure otawho is going to pay
for' the retrieval of this ship. kleathcOLe malies some suggestions: One of the
teacherecan enter in role as the owner of a big company and present the class.
.

*See Chapters 10 and 17,-"Cbde Cracking.: Literature and Language" and "Code
Cracking: Other'Areas," for wa§s to move from where students are ihto curriculum areas
**See Chapter 8, "Dropping to the Universal."
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with a chart that is fairly ambiguous. It defines the difficulties, but it gives no

clue about the historical period of the ship.. Thus, it does not .mention

material such as wood or steel; it may simply say that ihis ship is one of the
largest of itt kind or period. The teacher-in-role can also bring in some oldlooking documents, singed at- the edges. These might include an old assay of
the yalue of- the gold ingots, with themodern equivalent in dollars added in
modern ink; half of a chart of the tonnage of the ship; and athercmusty,

stainea papersall stamped with a 4nodern stamp of the date they were

found. The, company owner can explain that this chart and papers were found
in cleaning otit an old building. Looking very up-to-date and efficient, he or
she can carri them in an actual, not imaginary, contentporarychriefcase and
press the 'class for modern business and technical_ effidency in- solving this
problem; yet, with these documents, the class may ;mei( go to the Spanish
Main.

0

-

When in need of historically evo'cative documents, Heathcote has
frequently gone to a class of older history students and challenged them to
make up some documents that are true to the period. She lets the Students
know she trusts them to,put together papers that are as authentic as possible,
by telling them that she will tcot be looking at them before she opens them in
front of the class. That way, she says, she and the children can exambe the
papers and make discoveries at the same time.

The sunken ship drama might begin b the. company owner's office. (In
this case the teacher gets the dass to meet in a-very small spaCe.) The teacher-in-role asks for volunteers. If there is no response, it
may be necessary to
holdout the lure of `quite large rewards. This would be a last resort strategy
because it would militate against the main goal,of this dramathe inner
feeling of accomplishment in solving a difficulty on one's own. If the class
commits itself only in response to a large monetaryreward, one of the teachers might try to extend their idea of reward with a question: "Have you ever
held solid gold in your hand? If you shut your eyes, it's just a brick like
any

other, and yet. there's a lot of blood in it, isn't there': Now Heathcote
doesn't know when a teacher would use this cbmment; it
may not be until
the children have actually found the ingots at the bottom of 'the
sea. She

suggests the student teachers Plan it, nevertheless, because it means reflection;
it's a probe, they can use at some apt moment in the drama.
Another thing she mentions is a strategy to get everyone absolutely com-

mitted to getting the ingots, to figure out why they need to bother
about
gctting them..One such strategy might be to have each child sign
a document
that demands-that its signers are trustworthy and will not try to steal
any of'
the gold. The ritual of signing will give the teacher a chance to- look each

person in the eye and make a demand that requires personal commitment.
The next thing Heathcote brings to the-teachers' attention

is the available

space. It is important that there be a lack of space to connote "shipness,"
so
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she recommends staying in a small classroom. She looks at the tables in the

room and aski, "How can we perceive shipness With these tables?" She
experiments then with turning them upside down; then Sideways, end. to
endthis, she feels, gives the best effect o? crampe4 quarters and of going
fromncompartment to compaqment.
At this point she rethinks ihe plan of having this ship sunk,in the deepest
part of the ocean.-The disadvantage is that the children will be wearing"diving
equipment with helmets and pressurized suits which will separate them from
one another. No, that will not,work, so she decides the ship will be sunk in

shallow waters where they can scuba dive to explore, but the underwater
terrain,will be tocky, and the ship will be partly buried. In other words, the
problem will be great, even though the water is shallow. So she ,decides that
the teachers will need good pictures of Scuba equipment and that they should
plan to give the Children some choices; for example, these fins or those? They

will need to do some research about the deepest water into which scuba
divers can safely go ...nd the hazards they might face, such as the bends or
nitrogen narcosis. This kind of information she knows the teachers may never
use, for the children may not take them into it, but they'll have it ready for a

possible postdrama discussipn if not for the drama itself. Heathcote knows
the scuba diving situation reduces the children to comMunicating in
pantomime, so she suggests regular sessions above the water. There the class
can share what they've found, tabulate and make estimatcs of what is there
from what they've seen, check,to ice whether each diver is honest, and so on.
She recommends exploiiing.the experience underwater to develop spatial
cooperation.
If a leader arises, she suggests....giving him or her plenty of roam to
develophut not to become a dictitor or keep the others from feeling that
they, too, al.e involved in solving this problem.,If that happens, the teachers
might "cripple" the leader in some waymaybe by helping the others make
an effigy or plot a rebellion.
One. thing Heathcote would plan to get to .when the divers reach that
sunken ship is this reflection: "You know, it's incredible that men have
learned to build bastions against water." What a teacher cannot or dare not
plan is how that class is going to take the challenge and get to the ship, lutd
what ship they will find when they get there. Whatever it is, the teacher inubt
plan-to accept and build on it for the next part of the drama.
If there is only one hour for this drama, the teacher can start in rple on
board the ship: "Are you the people who have come to do it? Right. CoMe
over here..She's lying in foutIathoms. I've brought the documents for you to
look at. You did get the message, didn't you? I see you've broughtyour scuba
outfits as requested. These will all have to be inspected over here." The next
goal will be to get to the point of asking, "Can you plan your dive in teams?"
and the. divers -will soon be ready. to go down under. lf, on the other hand,
.

.
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four days are available, the teacher can begin by cutting out ships and drawing pk tures of scuba diving outfits.
When Heathcote does a- drama herself, she goes through the same "for"
and "against" listing of strategies that she asks of her adult students. We can
see this process'in her planning for ti drama to help a class of fifth and sixth
graders sense the spirit of inquiry that lies at the heart of an archaeologist's
career. In this instance she asked us, her adult students, to join in the planning. She and ail of us began by collecting a set of artifacts fashioned of
natural materialswooden vessels without nails or metal of any kind; wooden
paddles and mallets; clay pots withOut glaze; large uncut beef bones, boiled
and bleached to look very old; seeds of various sizes and &Be"; pressed
-leaves; a 'primitive drum; an old, frayed fishing net; a carefully knotted
pattern of cords that might be "discovered" to be a record-keeping device in a
primitive society; a crude spear made of a sharp stone bound to a wooden
shaft; a gnarled tree crotch; gourd bells;-an antique polished bead necklace.
She wanted to bring the problems of the archaeologist, the expert, into the
classroom. She admits, however, that this kind of teaching is only second
best. Her first choice is to take a class.away from school and let them work
alongside real experts,- as part of a team of archaeologists actually
at work on
a site. This she does in England whenever possible.

.

In this case, she decided to use as a lure the Big Lie that in the
large hall
where the class met, the children would find a tomb from which. they
might
get a clue to a culture long since dead. Through probing and looking, they
might discover the values, the beliefs, the core of that culture. She knew
this
kind of pursuit would quickly move into research, 'recording,
museum
exhibits, information to report to the public, so she planned to have plenty
of
paper and drawing and writing equipment handy.. She also assembled
a
limited library .of resource booksnot enough to overwhelm
the 'young
researchers, but full of enough detail and illustration to
answer some of their
questioni about how a primitive people might have lived their
daily. lives. A
book like The Epic of Man* or The Ascent of Man" is the sort of thing
she
wanted to have on hand.

She directed her adult .students

to the task of setting, out the tomb,
suggesting that the absence of color might be a way of symbolizing
the notion
of the .primitive. She made sure all.of the artifacts were of earth
tones and
asked us to dress in subdued hues the days the children
were there. She

brought in several yards of a roughly woven black and brown fabric
and some
old stained and faded rags to be used for gravecloths. We
cut a large, coffinshaped piece of brown burlap to put under each of the bodies. A
young man
and woman and two children agreed to be corpses.
*The editors of LIFE Magazine. The Epic of Man. Englewood Cliffs, NJ.:
Prentice.
Hall, l961. 307 pp
**Bronowski, JacobThe Ascent of Man. Boston: Little, Brown & Co., 1974. 448
pp.
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Then we were given the problem of deciding where to put this tomb. Our
first thought was to put it under the cupboards which ran along the front of a

raised platform about three, feel higher than the main floor. Heathcote
evaluated this -in terms of its advantages and disadvantages. Its obvious value

was that it would .force the children to work under the awful, cramped
conditions under which archaeologists often do work. Its major disadvantage

was that on the first day the children would have to wait to see the tomb
before they would have any commitment to it. Therefore, we rejected this
plan, at least for the first day of the drama.
Next, we tried putting the bodies fanned out in a semicircle in a corner of
the hall. This way we gained a feeling of enclosure, yet the corpses would
confront all the children at the same time. The only problem here was that
the corner had stone walls, which created the feeling of a church. (This was
only natural, because in fact it was a church where the class was meeting.)
We tried putting the bodies onto tables. This made them more accessible,
but Heathcote quickly rejected this plan because bodies on tables give the
feeling of operations. Her instinct was4o keep the bodies less accessible so the
class would have to do more to get at them.

We tried setting them up near the door where the children would be
coming in but rejected this because it, too, would make the tomb too
accessible. Finally, we chose a spot on the floor far from the door; there we
arranged the bodies in a circle around some carefully laid-out wooden leaves
and a primitive drum. The heads were toward the center, propped up on
upturned wooden bowls which were placed on the burlap grave markers. We
streaked the faces and bodies of the swimsuk-elad corpses with yellow chalk
and wrapped them in gravecloths. The man's face was-partly bound with a
gray 'cloth; the woman's eyes were covered with a strand of her long hair.
Around each body we carefully arranged the artifacts and bones. Next to the
mau lay the spear and knotted rope, next to the woman a bowl of seeds and a
decorated pot. Heatlicote decided this arrangement had the most affect. By
being far from the door, it would hold its essence longer, and yet when the
class gathered round it, everyone would be able to look into the mystery at
the same time.

When the plan was carried out, the advantages and disadvantages of
Heathcote's choices were tested; shc made further decisions as she worked
with the class. Right away, the presence of the dead bodies provided a powerful lure for the children. Its only disadvantage proved to be that at first it
initiated more inquiry into the cause of death than into other aspects of the
culture. The fact that two of the bodies were those of children Caused the
class to speculate that a plague or disaster might have overcome the tribe.
Heathcote decided she would try to move the class into an examination of
other aspects of the tribe's culture. Accordingly, when the class assembled,
she asked them whether they would like to take up the artifacts and examine
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them. This they did, individually and in small groups, drawing and labeling
each for an exhibit; thereby they got more deeply into the

archaeologist's

role. This strategy had the additional advantage of letting the children
determine their own pace and level of involvement without
too much teacher

interruption or pressure. At the same .time, however, it had two dis-

advantages: it prevented Heatheote from getting to know the children
except
as she could observe them from a distance, and it prevented the children from
feeding on one another's discoveries.
Next HeathcOte, decided to set up a communication
system in order to
learn about *the tribe. The great advantage of this
was tliat individuals could
come to her without feeling threatened; the disadvantage was that the rest of
the class was denied each person's discovery. There
was also the distinct
disadvantage that no matter how the drama might be limping,
Heathcote had
set it up so that she was not in a role to help it along
or introduce tension
when needed.
Another strategy Heathcote had chosen for use throughout the drama was
to assume the attitude of the archaeologist and the casual tone characteristic
of experts in approaching artifacts. This had the advantage
of giving the
.

students something they seldom, if ever, get in their other studiesthe
presentation of a culture as totally undefined, with only clues
as to what is
significant.
The class was-faced with the problem of growing
a new culture out of
nothing but artifacts and a burial site. They had to posit
a theory about the
social life and values of a people on the basis of what
was found with the
dead and how the bodies and objects were positioned. They
were starting in
the middle of a mystery, but because the tone
was casual, they took the
artifacts away and drew sketches of them,,presenting theorie's
about their use.
This had the disadvantage that the whole web broken
up and the mystery of
the gestalt no longer worked on them. The children' treated the artifacts
as
archaeologists wouldexamining, thcm, arguing over their
use, arranging him
in a museum-type display with labels. They lost the
sense of mystery they
might haye developed had Heathcote's tone been
one of awe in the presence
of the hOly and untouchable.
Even though she knew it might work against the
establishment of the
attitude of 'the archaeologist which she was after, Heatheote
decided to ask
the class whether they would like to become the people livingin
this culture
and using the artifacts instead ot viewing them as experts would.
This meant
they would assume roles suggested by the artifacts.
The advantage of this
strategy was that it offered an opportunity to elaborate
a more Complex
culture than they might be able to do if they stayed
in the roles of researchers. Heathcote knew, too, that even .when the class was assuming the
roles of
the primitive people, she would continue to
press for the spirit of inquiry she
wanted to develop, using questions like: "What have
we now discovered
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about the relationship between the leader and the people?"
Thus, whatever teaching strategy you choose, you have a price to pay.
Heathcote says, "To feel this balance between for and against is one of the
securest things you can find in yourself, because there need never be guilt
about your task and the way you set about it; you have weighed up the pros
and cons and have risked those strategies that seem tO'have the greatest gain
for the least loss. If it doesn't work, you cannot blame yourself. You cannot
possibly foresee everything."
No matter what you do, once a drama has begun there is no way to go
back and start over. That experience has to become a platform for everything
that follows, so you have to devise a strateg that takes account of what went
before.

Heathcote repeatedly advises teachers not to waste energy in selfrecriminatiOn or. regret. That is self-indulgent. Instead, take account of your

blundyrs and admit them to the class without incriminating yourself: "I
thought this might lead us to the problems of the spacecraft, but .maybe it
isn't working. What do you think? Would you care to try it again and this
time have us all be part of the same ground control?" There is no apology,
simply an open acknowledgment that the work is not going well; nor is there
any attempt to ignore what they have just been doing. If the relationship
between the teacher and the class remains healthy, the work can go as wrong
as anything, and they can all recover. If the relationship is bad, or if the
leacher or class waste energy affixing blame, there is no wsay to recover
dramatic work that is faltering.
One thing Heathcote will not do: she will not shrug her shoulders and
imply that whatever work the children are doing is worthless and can easily
be cast aside. This is why she acts on each suggestion -theY seriously propose

and takes responsilijlity for making it work dramatically. She feels that far
too often we reject a child's contribution or even our own ideas, throw them
away 'and say they don't matter. If an idea is the best you can think bf at the
time, it should be valued, not thrown away; it is the platform on which you
build your next idea.
In real life it isn't possible to throw out what you've just done and live as
if it didn't happen. You've boirght this shirt, spilled that grease, lost your
wallet, had this childand there's no Changing it. You will always be affected
by the experiences you have had..To split life into sterile little atoms and see
no connectiOn between one and the next is to lose the power that is present
when the tensions within one's life are held together in a whole. Heathcote
illustrates it this way: when she goes out to buy a new bedspread, she looks
for something of what she liked in her old one,,or else she tries to get one
that's totally, different. In either case, what went before has a part in the
choice of the moment. We cannot recover a tabula rasa, so why pretend? The
only way we ever mature is by recognizing that something carries over from
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the last thing we just finished to the next thing we mile on to. Once we
accept this in ourselves, we see the absurdity of pressing a class to forget who
they are and.what their 'values are at the momentregardless of how much we
might personally regret that they have these valuesand pretend to be totally
different people. This is asking for phony pretense, for giving the teacher
what she wants to see, at a cost in personal integrity and mental health that
is
awful to contemplate. People can't turn themselves inside out. We are at any
given moment the product of myriad 0experiences, and we have to begin by
accepting that wherever we are is an acceptable place to be. Once we've done
this, we are comfortable enough to extend our range of experience-a bit.
People should'nevei be made Lo feel that where they are is not all right, for if
that happens, they haven't the courage to do anything but hold in terror
to
the only place they know.
When Heathcote's adult students. hand in a lesson plan, it includes one
central aim; several strategies, with arguments for and against each; and
a list
of materials needed:

:

1. Aim
2. Strategies

for

against

a.

b.
c.

3. Materials

She asks them to show her their materials before they meet with their
class.
Sometimes the "materials" include another person dressed to indicate Rime
role.* They may also include recordingsstorm sounds, rolling
waves, bird
songs, liain whistles, babies crying, wild beasts fighting.

'Heathcote's critique-of a lesson plan points out the difficulties that may
arise as the teachers use the strategies they have chosen. She helps them

decide which strategy holds the most potential for effective drama and'poses
the fewest difficulties: this is the one to start with. .

So far we have looked mostly at the planning that precedes the first

session of a drama. Now let's concentrate on the other two kinds of planning:
between-session planning and planning that goes on while the drama is taking
place. Between sessions, after you know the direction the drama is taking,
*See Chapter 11, "Using Role in Teching."
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you have time to fill in the gaps in your own understanding. For example, if a
class has chosen to do a drrna about the Arnerican Revolution, it is good to
come in the seCond day with some alternative historical events to give the
dlass as choices for direction: for example, the Boston Massacre or Tea Party
or,Paul Revere's ride. You need to have facts at your.fingertips to use if the

class feels the need for them. These facts may be unnecessary, of course,
because the class may have another idea.
After the first'session, you' assess the degree to which the class is nearing
the goal you, originallY set Out to achieve. If theyseern td have moved very
little, you fry to figure out why. There are many possible.reasons. Their belief
may not be firmly- established yet. Perhaps they have ignored the lure you
thought would entice them. A small grorip may be spoiling it for the others.

It could .be that you haven't actually found the right "content.level"that is,
the desired simplicity or complexity in approaching the materialfor this
class. For sCime reason, they may feel insecure in their roles or in participating
in the drama. Perhapsyhat they thought would be exciting has turned out to
be oi,erwhelming and so they.have gone "weak" on their roles. They nigy not
yet have seen the advantages of cooperating in a group task. If one of the
participants is assuming all of the leade91iip, the others may not beecime
involved and take responsibility for decisions. It may be that as yet this group
is merely talking cool rather than living hot through the events of the drama,
.When you've figured out the reasons for your difficulties, you will be able
to plan strategies to modify the children so they can overcome the limitations
of the day before. I3e 1very honest about your own points of discomfort in the

previous lesson. Decide whether these are just sore points with you that
shOuld be- igtoied, or responses to genuine problems in the drama. If the
group..has been flippant, sharpen. your wits and see whether you can think of
a dramatic way to shock them into a more serious attitude. You May decide
ta begin a session by assessing the class's commitment to this particulai
drama. "Did you-think about this drama at home? Were yon hoping we'd go
on with it?" If they say "no," you must be prepared to start a new drama, of
course.

- A good way to begin any session after the first is with questions that.will
evoke a summary of what has happened in the drama so far. "I can't quite
remember what happehett yesterdays...Can you help me?" What the children
remember will be a clue to what Was significant or interesting to them; this
will give you guidance on what you dare not ignore but must build oh in this
day's .session. You can afso use this review ,time to find out more about slat
individuals vere doing. "I saw you drawing somethihg yesterday, didh't Hfr is
a good bhnd question that leaves it up to the _child to tell the class what it
wasif it was relevant to the dramaor to simply shrug and say, "Yes." You
might say, "I saw you two crawling under that table there. What did you
find?" Don't push for an, answer if one is not forthcoming. After all the

115

Aanning

121

worst waylou could begin a-second session wuld be with a sense of failure
about the day before.
As you plan yotir strategies between sessions,
you make the same two lists
as before: arguments for and arguments against each. When Heathcote was
deciding.how to set up the second day of the tomb drama, she kept the same
aim: to develop the spirit of inquiry, that is central to the archaeologist's
career. The, alternative strategies she considered were totally different, however, because the children clearly were serious about the drama, curious about
the possible meanings that lay behind the arrangement in the tomb; and
committed to finding out more aboUt this tribe. One strategy she considered
was to say, "There are those who are responsible for the various times of the
'dayfor the food-preparation time, the teaching time, the ceremonial time,
and so on. Therefore', will you apportibn the time around the clock:and
write
in the time of day that you are responsible for?" For this, she would
need a
large construction paper clock With nO numbers on it. The advantage
of this
strategy was that it was a crude way to put pressure on the children She
had
not hid' a chance,to talk with the day before. If she felt she dared press into
the verbal area,'she plarined. to ask each child to tell the others
the myth
attached to the task that child had chosen. She also considered setting up a
ritual in which each *individual would interpret the values Of
the tribe as
reflected in his or her job. Another possible strategy was to have
ber of the, tribe' take on two apprentices from the large class of each memadults who
were watChing this draina and teach them how, to beconie a part of the tribe.
Another possibility was to have a druMmer drum hours of
the day. As the
drum tolled each hour, the tribe would move to the appropriate
activity for
that time of day. or night. Another,
more difficult.Strategy would have been
to symbolize the dark and light sides-of life; iii.e'tribemembers would
define
these in terms of their particular tasks. HeathcOte alskconsidere'd
having the
children devise names for each segment of the day and develop appropriate
rituals to symbOlize those seginents. She thought of settiag
up a strophe and
afitistrophe of the tribe and the archaeologist: the tribe would live
their lives,
but frOm time to time the archaeologist would,say ''Stop."
Then they would
freeze and answer the researcher's questions about the meaning of
what they
were doing.
This is the way Heathcote plansproliferatMg all the possible
strategies she
can think of and then choosing one that best suits the needs and ihe
potehtial
of the class. Like the process, of segmenting, this listing of all
the alternatives'
you can think of provides you With a wide range of choice and
assures you
flexibility in planning. In choosing a strategy for the tomb drama,,Heathc6te
never forgot her primary aim; she selected the strategy she felt hxd the
most
implications, so it would lead to tbe Most reflection.*
*If you want to find out what happened in this drama,
see Chapter 17, "Codc Cracking:
Other Areas."
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With another group, Heathcote's planning after the first session concentrated on finding ways to get the group more Committed to thc drama.
The first session had been disappointingpart of the group didn't seem to
care much about what-was going on, another seemed overwhelmed by what
was expected of them, and a third seemed to have very little interest in
cooperating on a project that involved the rest of the class. Therefore, all of
Heathcote's strategies focused on ways to develop personal commitment.iShe

considered having each person make a commitment to be personally
responsible for some piece of machinery. This is.one of the crudest ways to
get people to work. She considered rituals. The three groups had chosen to be
in three different countries, so she weighed the possibility of bringing them

all together for a eonfereirc to make a report to the world about their.
countries. She thought of pulling them all together to work on a common
task that the whole world had to solve together, such as bringing down an
unknown space ship. As part of this strategy, she planned to ask the class
whether they wanted the visitor from outer space to invite them to a new
world or, bring them to a new recognition of their own world. Naturally all
her strategies for this class involved as much soliciting of their opinions and
their decision taking as possible, for they badly needed to see their ideas at
work. She carefully considered the-hazards attendant on each strategy. If shc
decided to have "a space ship, choosing a crew would create a problem.
Because the children had already chosen other roles for themsdves the day
before, choosing a crew might militate against the entirc class's feeling good
about staying with their roles. (If the space crew could jump out of the
challenge of the roles theyhad chosen the day before, why couldn't everybody?) One of Heatheote's rdes in drama is that when you choose a role, you
don't drop it lightly. You at least try to stay with it as long as you can. She
may make an exception -when the role is a very big oneMoses 'leading the
Israelites, for example. Even then, however, she does all she can to shore up
the role for the volunteer, having him or her stand oi a table, perhaps, or
letting someolie else be deputized as leader while MoSes goes off to confer
with God. All the while she's helping the volunteer explore the role more
fully, and she asks the group to help with it as well. This stance is consistent
with, her conviction that our lives have a continuity that we deny at our peril.
We can't just throw something down if we have committed oUrselves ,to
itnot without psychic cost, that is. On the 'other hand, if a whole class
decides not to go on with a drama at all, she is preparcd to let that happen.
As for thc space ship idea, she decided not to use it unless some new children
came in the second day. Then thcy could be the crew, and the rcst of the

class could continue in the roles they startRd out with. This actually
happened on the third day of the drama, so she used this strategy then.
Sometimes the problem that needs solving is that for some reason, one
individual is impeding the progress of the group. If the problem is belief,
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Heathcote deals with. that very swiftly.* The problem, however, may be

simply that one individual is too,eager to solve all the difficulties a group faces

and to solve them before anyone else has a chance even to reflect
on the
matter. In this case, the teacher has a challenge Heathcote tactfully calls
"managing the leader." Thoie -of us -who studied with her one summer at

Northwestern University remember vividly a forceful and verbal nine-year-old
named Ken. Ken was a slight lad who knew all the
answers. When his group
decides to do a drama about the AmeriCan Revolution, Ken is
right there with
facts and solutions; before the drama has gotten under way, he is issuing
muskets to his minutemen; he is quite prepared to start the war and end it in
the next 10 minutes. Heathcote's challenge is to let this
eager leader assume
his aggressive role for long enough so she can focus his energy on the
group
task. Then she works gently to win him to a new kind of leadership,
the slow

gathering of evidence and proof. to cdnvince a nation that the time
for
rebellion has come. She "promotes' him from the role of rabble-rouser
and
plot hatcher to Samuel Adams, the leader who* coolly collects
data, keeps
records, and mites letters; the thoughtful leader, choosing his words

with
care. Most of the strategies she considers between sessions are
ways to keep
Ken under control but give him enough status to sustain his interest. She
cannot deny him a role where his information and expertise, which
is
considerable, will be valued. Heathcote decides that if he were to prove that
she, as governor of the colony, has been cheating the'people and
overtaxing
them, this proof would have to come slowly. His merely shouting
it would
not do. So she plans to prepare some documents with a different color
of ink
oyer an erasure in several credit columns and lo keep these
on her desk in her
governor's house. There Ken can find, study, and decipher them and then
use
them as evidence against her in role as governor. Before she
has a chance tc;
use this strategy, however, Ken is,defying her, refusing to pay a tax although
he has the money to do so.
The governor has no choice but to put the rebel in the
stockade; this limits
him physically, but of course the villagers can come
to the stockade and listen
.to his ideas. Heathcote is pleased with ,this development, however,
because at
least the initiative to ask for Ken's leadership is
now in the hands of the rest
of the group. Ken puts his head through the back of a chair in which he sits
backwards and manages to look very uncomfortable. Heathcote
sets up two
volunteers to be his British guards with their' mii-skets in hand. The
villagers
try to bring him food; but the soldiers forbid it. All this time,,Ken keeps
hurling unrepentant invectives at the governor and soldiers. His classmates
are
amused and' laugh; obviously, Ken is in a familiar role as class clown.
Heathcote stops the,drama and says, not to Ken but to the group: "We're
falling into a trap here. Now let's do this and not laugh. Of cou7se;he's
saying
*See Chapter 7, "Bunning Belief."
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things that are amusing. It's.easy to call somebody a stinking rat in a school
classroom with a green carpet on the fliior, but it's not so easy to say that
when you could be shot in a minute. This is. why you mustn't laugh." This
plea to the group as a whole sobers Ken as well; soon he is politely requesting
that the soldiers free his hands so he can feed himself; they refuse, so he sits
dumbly While a girl slowly, spoons him his supper. We all watch Ken grow a
tremendous control under his hot-tempered bravado.

Heathcote's problems with this leader are not over, burhis growth is
beginning. In subSequeat dramas she "promotes" him from defiant leader to
the rebel who is shot, from a doctor who is animatedly directing the entire

staff of doctors and nurses in a ht.si :la; to a patient "who is deeply unconscious." "Promoting" Ken to
passive roles is not as difficult as it
might appear: all Heathcote needs to do is ask for a volunteer for a role that
sounds exciting, and Ken is the first to apply. She uses the word "promote"
with her adult students; with the children, however, she is careful not to give

any indication that she is favorihg one child above another. One of the
hallmarks of her teaching, as a matter of fact, is her refusal to compare
children. She will critique the work as a whole, but she will usually
congratulate any child she feels is trying in any role, no matter how large or
small it is.

Heathcote plays to the natural leaders of the class trOst of the time. Some.
of her adult students have questioned her about this, suggesting that a more
"democratic" goal might be to rotate important roles and bring everybody
"up to the same level." Heatlicote rejects this because it is not realistic. A
person who is shy in a certain type of situation is going to continue to be shy
in most similar situations. Leaders cannot be leaders without followers who,
acknowledge their right. to lead; why not recognize that this is true in every
group of people, and let leaders arise in a natural way? This is consistent with
Dorothy's conviction that we bring to any new situation all of our previous
experiences.
In eyery group there are of:1-e or more people who.tend to stand apart and

wata, who are reluetant to get into the center of the action. Heathcote's
challenge is to find a way for people ,like this not to try to stop being the
loners they are, but to find loner roles they can identify with within the
drama. Let them:make their contributions to the group effort in the role'of
outsiders, observers, or reltictant participants. If one of the children stutters,

let that child be the person who refuses to speak. Then put on so much
pressure that this stubbornly mute person can't help speaking oht; arthat
point, stuttering won t matter.
On the other hand, quite often in a drama a child will vOlunteer for a role'.
that he or. she at that point is not up to handling. Ileathcote does all she can
to help such a child feel success in the role and grow Ihrough it. She never

hints to anyone, "You cannot manage such a big responsibility." Ou the
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second day of the:Revolution drama, for example, Ken's quiet, unassuming
sister volunteerslio be the British governorthe role that Ileatheote played so
strongly the sessiOn before. She is not up to the role in an. external sense, but
Heatheote never acknowledges this. She sets her up behind the big-desk and
gives her a paper and pencil..Who knows what image of governor grows inside
that slight frame as the girl quietly writes the letters to King George and in
her soft voice deMands the tax payinents?
In summary, a great deal of the planning between sessions is based on what
Heatheote has found out about the group and how it functions. She sets up
environments, brings in documents or materials for- research,-plans-strategies

that will help this particular group of children move from Where they
so
solidly are to a .new awareness, a richer understanding of their experience.
Sometimes her strategy is to bring in a person from the..community who can
answer questions that have° been raised by the.experience of the drama. A
group of children who are in the middle of a drama about mines are ready to
listen to a pit worker. They are ready with questions that brew from the
inside, like "What does it feel like to come out of the pit every day when the
sun is going down?" They're not i.i.terested in school-baked questions;.like
"How deep is the average mine?" This doei not mean that a school visitor lm
to be someone special. Any adult has had cxperience.s that children whose
curiosity has been aroused by a drama are ready to.ask about. 9ne of the
mothers might come in and 'meet with a group-of primary children.to answer
questions like "What is marriage really like? What do
you dor'about money° if
.there are two? Doesn't it seem kincia ,strange to find yourself with
a new
name?"
So we have predrama planning and between-session planning;.we also
have
the third kind: on-your-feet planning. While a drama is going
on, especially
.when it is going well, Heatheote's mind is racing to plan the
next happening
or to find a way to drop the level and examine implications. She thinks
through her next' Verbal statements, deciding how to word theni
sensitively
and Carefully so that they will signal to the class exactly what she wants.
Whatever the class does, she's going to be ready with-the next move. She's
burnishing up her tactics in her mind all the while and looking.at the
implieatious of what the class is doing. As she puts it, "There is no luxury in the
-.profession-of teaching 'except. the luxury of thinking, and,
my God, what a
lukury!" She thinks about her teaching all the timein the classroom
during
the drama and at home at the ldtchen Sink.
If the drama is limping, Ileatheote decides whether it's' better to let the
class go on and get through this problem on their oWn or to intervene and
(help them. She will try to intervene before the class
senses that a rot has set
in. She never wants a class to spiral intolailure. This does
not mean that they
cannot look.at work that is going wrong, but when Heatheote stops
to look at
it, she takes a full share of the responsibility, suggesting that it might
go
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better if they approached it differently. She will often intetject a fresh face
into the drama, introduce an unexpected element, or ask a branching question to elicit a new commitment. She doesn't hint that the class has fallen
down; instead, she tries to quickly help them assess where they are and
examine some of the alternatives they face. If Moses losesiteart and does not
know how to stand up to' Pharaoh, Heathcote will say something like this: "It
seems to me that here's where we are now. There is this new element, isn't
there? This king is deciding to harden his attitude. He's saying, 'No, Moseg is
not going to get that piece of papyrus he's been wanting. Anybody can see
that the river is turned back to water; I'm all right. He's not havi it.' So,
how. does anybody handle a problem like that?"She solicits suggdrstio

the group, asking them to help Moses decide what to do with this new
development. Thus, Heatheote puts her thinking at the service of the class,
always alert to their needs during a drama.
When the children are doing something that detracts from their involvement in the drama, Heathcote tries to find an appropriate way within the Big

Lie to modify that behavior. For example, if a group of primary school
children are going down to the bottom of the labyrinth to hear the voice of
the oracle, she may find that they are butting each other. Then she will
suddenly discover that there is a priestess who conducts each one separately
down the dark winding hall. This way.she attac Lo. the ptoblem of butting
without stopping the drama.
If you start a drama with a pudding of feelings,* you will have no initial
planning but you will be pressed to plan very quickly once the drama has
begun. It is your task to provide the tension within each situation and plan
the txansition from one emotion to the next.
Although Heathcote makes use of books as, she plans, she does not read
"how-to" books and follow their formulas (although she would go along with
the views of Winifred Ward, CaMwell Cook, Peter Slade, and others). Her
greatest resource is not explanations of technique but literature and history,
sociology and anthropology, biography kind psychology, mYthology and
fable, poetry and art. She wants to spend her time outside of class reading
books that tell her more about the human condition, for that is her storehouse of material. Her wide-ranging reading includes books on how learning
occurs: Contrary Imaginations by Liam Hudson, Guiding Creative Talent by
Ellis Paul Torrance, New Think by Edward De Bono. She also reads Marshall
McLuhan, Jerome Bruner, Rachel Carson, JOseph Campbell, Carl Rogers,
Sigmund Freud, Susanne Langer, Robert Graves, Pierre Teilhard de Chardin,
Alfred Korzybski, Herbert Read, William Glasser; and Norbert Wiener, to
name just a few. She seldom reads textbooksshe feels that they do little to
illumine inner experience, and it is inner experience that she thrives on.
*Described on pap 69.
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She looks -to books, not for plans, but for nourishment
for her own

growth. She reads out of felt need. Because her drama plans begin
with a clear
idea of what the drama is for, its center of meaning,
everything
she does is
calculated to reach that center. She is convinced
that drama teachers-have
gotten by with very shabby planning in bOth Britain and, the United States.
.All too often, they cannot tell you what they
want the Children to achieve in
a particular lesson. This kind Of fuzzy-headedness will
drama in the schools. Without a clear 'center, therenever win respect for
can be no ksensible
planning.

.

11. USING ROLE IN TEACHING

Ofie of Heathcote's most effective teaching ploys is her skillful moving in

and,out of role. She goes into role to develop and heighten emotion; she
comes out of it to achieve distance and the objeetivity needed for reflection.
Thus sh g. helps participants stir up and express emotion and 'a.rnoment later
set it aside and look at it coolly, growing what She calls a "cool strip". inTheir
minds.*
Heathcote goei into role More, actively early in .a drama than she does
later. Talking about emotion is no substitute for reacting to it, so Fleathcote's
charaCteristie stance at the beginning is to step into a role and play it in a
highly charged, often aggressive, way.... This sets the Stage for the clas`s's
response. Once their drive.is strong, .she can play doWn her own role. If she
comes on in role as a threat, her 'action promotes a reaction that unifies the
group against her, harnessing their einotional energy in a very effective way.
Because She ean, be stich a. dynamic and forceful leader in role, Heathcote
often startles oreven frightens:a group. When thi5 happens, she immediately
jumps out of role and addresses the class as the teacher again. For example;
she once 'gave a group of six:year-olds a drink at a party they were dramatizing.. Suddenly she said in a very witchlike voice, "Aha! You &ink my
drink, didn't you?"
'"Ye5,." they murmured, for they had.'
"And now you nice, kind American children are my slaves;Aha-ha!" She
saw that this forceful utterance had a strong effect on them, so she qUicicly
came out of role and said with a warm' smile and her normaFteacher voice;
"Would yoir like to be my slaves just to See what happens?" They agreed, so
She went back into.role again.
.
The roles Heatheote takes are those that give her the greatest maneuver-ability. Her favorite ones are middle-rank:positions: e first mate, the foreman in the factory, the police officei who is just following.orders, the radio
:6See page 136 of this chapter for discussion of a teacher's own cool strip.
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transmitter on a submarine, Caesar's messenger, the doctor's assistant. This
way she is not the final power, but she is the effect of that power. She tries
not to take the role with the highest rankshe wants ample power, but not
the power to make final decisions."These she wants to leave to the class, and
she assumes that in most classrooms there will soon be a volunteer for the
highest-ranking position. If she has too much power, the class will look to her
for leadership; if too little, they'll mow her down until she comes out of role
to manage the situation. In a middle-rank position, she hq simply refer them
to a higher a-uthority, saying, "That's all I know," or "I've done as I was
"told," letting the class take it from' there and decide what happens. In the
middle rank, Beathcote is in a position to communicate freely to those of
both higher and lower rank. She canzimpose the limits that create tension and
even work to raiie a group to a feverish pitch of anger against her; then she
can step out of,role and congratulate them for their unity and convincing
expression of feeling. Through opposing her in role, the children
develop a
sense of their own power.

In the drama of the American Revolution, Heatheote chose the
role of
governor. Although 'he was the highest ranking person in the colony, his
authority derived from the king and his laws. Heathcote:played him, moreover, as a loyal and obedient servant to His Majesty, King George. She
therefore did not have sufficient authority to make
any significant changes. These
could come only when the, colonists chose t6 rebel; thus
Heathcote forced
them to unite.
To effectively go in and out of role in situations
of high emotion,
Heathcote needs to give the, class absolutely clear signals
as to when she's in
and when she's out of role, so they'll have a clue as to how
other times, she may deliberately assume a bland "shadowy to respond. At
role," in which
she doesn't set up in- opposition to the class but
rather
joins
them. In this
case, she can 'facilitate.their working through a situation,
sometimes
in role,
sometimes out of role as teacher. Then her signals do
not
need
to
be
so
clear.
She steps in and out of role at the service of.
the class, as we shall show later.
When she is in role, Heathcote never takes more than
one decision that
indicates a direction for the drama. Out of the
response
of
the class to that
one, she will take anOther, but

her goal is the same as the goal of her
questioning: to get the class to take responsibility for
what happens in .the
drama:She may begin a drama by saying to a
group, "It's expected of you.
Weren't you briefed?".Then she stands expectantly for
their response. A class
member might begin to define the teacher's "it" by
saying,
"I had no message
that I had been chosen for this mission to the
moon."
One time Heathcote began a drama in role
as a man of middle rank from a

differeut group. She did not indicate who she

was, except for a hint of
military bearing; from a little distance.away, she walked
purposefully toward
the seated class. When she arrived, she
paused, looked at all of them arrogant-
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ly, and demanded, "Take me to your leader." The children looked at one
an'other questioningly; finally, more and more of them began to look at one
particular boy. He acknoWledged their choice by standing. Heathcote said,
"You have never seen a man like me before." Still she did not define her role
or circumstances.
The standing leader did it for all of them with the words, 'We do not like
Romans here." This set the tone for what lay between the two.of them. He
responded to the nonverbal signal that what was said was a threat, and he was
.willing to throw it backlo her.
Heathcote said with &sneer, "There are man); Of us; you'll just have to get
used to us." Her next problem now that the child had told her who she was,

was to decide why this one -Roman had come upon this group of nonRomans. Ag.in she did it with as few words and as much ambiguity as
possible, so that the class could make what they wanted of her words. She
gave herself some rank with the words, "I have left my horse down by the
river. He was thirsty. Have you met a man you can trust who "can bring the
beast up here?" Heathcote knew that in Roman times ordinary soldiers did
not hdve horses, so the animal gave her rank; at the same time, she wanted to
make it clear she was not the tribune of a legion. The leader sent two boys to
get the horse. While they were gone, Heathcote threatened, "Are you sure
ydu can trust those men with my horse? It will go ill with you if my horse
suffers."
Then she told them why she had come. "I have been sent to find what the
skills of your tribe are. Are there any skilled arrow makers in this tribe?" she
asked in a sarcastic tone. Some of the children stood up, but their leader
motioned them to sit back down. It was clear he didn't want this. Heathcote
reached out her hand, but the, arrow makers, looking tentatively at their
leader, wouldn't shake the RdMan's hand. She looked to the leader and
waited, saying in gesture, "What about this?", It was a moment of pure
theater. They looked -at the leader; he nodded; she smiled and shook hands
with each of.the arrow makers.
The Roman asked the arrow makers to show her their work. She looked it
over carefully, then said, "Hmmthe workmanship here is better than the
metal." This upgraded them as workers, was true to the times of the Romans,
and in the same breath kept her authority as a Roman who was competent to
make such a judgment.
She: asked for more information about the skills of the tribe, and the
arrogant tone of her pressure'united the group against her. The leader said
stubbornly, "We're not tellin' ya." They all started murmuring agreement.
Then Heathcote Came out of role, asking, "What have you done?" in a tone
that was clearly congratulatory. They had achieved an identity
as a people
who would let this Roman go only so far. Heathcote never asks a group,
"What are you doing?" That is a teacher question that implies
that they are
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up to something. Instead she asks them what they have done, a question that
implies an achievement on their part.
The rule of thumb seenis to be never to hold onto a role any longer than is
necessary to get the emotional energy of the group going. Heathcote always
leaves a door open so dle can slip out of role, give her role to another
person,
or takeithe part she is playing out of the drama altogether.
Another rule about assuming a role seems to be to give._a prodigious
amount of information nonverbally but to actually say very little, giving each
word weight and importance. Heathcote started one drama about a strike by
entering in role, standing with her hands on her hips, looking petulantly
over
the class of seated children, and shouting, "Not another bloody laydown,
is
it? Where's the foreman?" Then she stood there until they did
something.
At the beginning of another drama, Heathcote went away from a seated
group, then came back and stood apart from them, concentrating on the
feelings she, wanted to.project: fatigue and helplessness.. She
sighed, waved a
signal to them in the distance, and called wearily, as if from far
away, "I have
been as far as the mountain top, and Peen find nothing. We
are in the same
position as yesterday. I could see your boat. There is neither shelter nor
habitation here." This message, although it left further definition
to the class,
clearly set up a predicament, defined them as all part of
one group, and put
them in a boat. Thus the verbal and nonverbal signals provided
idormation,
although Heathcote appeared to be merely assuming a role and calling
to the
group.
-

A third rule about going into role is to use the authority of
the role to
keep tile whole group functioning as one, at least at the
beginning of the
drama. If the group splinters, the teacher's influence in role
is diminished to
the one group she finds herself a part Of. Once she had a group of
teenage
girls who wanted to do a drama about the effect of an out-of-wedlock
pregnancy on a community. The boys were not particularly interested in this
problem. Heathcote came in very firmly in role
as the father, of the pregnant
girl,

demanding, "Who a the father of this baby? We can't help but

speculate." She looked squarely at the group of boys.
At this all the boys put their heads together right
away. "You know, this
could mean real trouble! Is it one of us?"
Two minutes later Heathcote noticed that the boy who had
chosen to be
the vicar Was having trouble finding a way _into the drama,
Still in role as the
girl's father, she looked at him and said, "I don't know,
but when it happened
to my Ma Kie things were said in public."
_ The vicar replied defensively,
"I said nothing in the pulpit about it," and
he was in.

"No, well, you may not think you did, but I remember
feeling it at the

time. Perhaps I was reading it wrong," said Heathcot&
By concentrating on getting all of the boys into the
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pioblem theirs, not just the girls'. Before long, the girls were saying, "I don't
care whO's the .father; it's nothing to do with him now."
The boys disagreed, putting pressure on them, "It's all very well for you to
talk in this high-handed manner and to go.on about how she's done nothing
wrong. There's a child coming that needs a father." So those flippant-seeming
boys found themselves considering the needs of an unborn baby.
In role Heathcote can move into a small group that is having trouble with

the Big Lie and contribute positively, making suggestions that help their
.belief: "I'm getting very tired of this work. Are you? Ask your leader if we
can have a rest."
A fourth rule of teaching in role is to use the role, whenever possible, as a
way to get the group to explain what they are about. Heathcote's favorite
roles for this purpose are the visitor from outside, typically a very nonaggressive person, from outside the community who wants to find out how
they do things; the reporter who is getting facts for a story; the person in
authority who needs to know what this group has been doing; the messenger
who must make a report to the king; or the television or radio interviewg.
Another outsider role is the person who will not go along with what the
group has Chosen. In this role, Heathcote pushes a class to persuade her to go
along. Her skepticism is a challenge for explanation and argument.
The great advantage of a teacher's assuming a role is that it takes away the
built-in hierachy of the usual teacher-class relationship. When the teacher is in
role as a participant in the drama, .there is no reason for the students to shaw
undue respect or deference. This, for most teachers, is a new stance, one
Which allows for a real exchange to take place easily and spontaneously. In
role you can be far more harsh both verbally and nonverbally than you dare
be as teacher, thereby heightening the drama and feeding the class cues in a
way that is not possible as teacher.
In addition to the two clear stances of teacher and of participant in role,
Ilea thcote has a third stance which is deliberately not so clearly defined
through verbal and nonverbal signals as are the other two. This stance we shall
call shadowy role, a bland and ambiguous projection that is so much like the
teacher,in personality and authority that the class often has no clue that it's a
role. When Heathcote takes on a shadowy role, she defines for herself an interest, an attitude appropriate for the situation, and she projects this clearly. At the
. same .time, it is apparent that she is the teacher. Of course, she is also free to
drop the shadowy role and, without any clear signalling, act as teacher whenever the drama seems,to deinand it. If the class takes her into an area where
she needs to go into role, she will signal this clearly and go from the shadowy
role _into an unambiguOus one, showing this by a different posture and
expression. The value of:the shadowy role is that it provides a way for you to
project an attitude before you commit yourself to a role that may well be
one
a class member wants to assume. Still you remain free to move more firmly
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into the role at any point you choose. Ileathcote uses the shadowy role

,.

whenever a drdma is limping, whenever she feels the class is not quite ready to
do without teacher leadership, or whenever she wants to leave the optiqns for
direction as open to the class as possible. She does not want to move into a
strong role that will determine direction if she, senses that the class is strong
enough to respond to a blander leadership and.to clues that are more subtle.
Let's look at Fleathcote in shadowy role at the beginning of the drama
about the American R olution. First, she helps the class establish belief in
their village and in their ro
colonists. She asks, "What work do we do in
our village?" Saying this, she is assuming the attitude of one of the villagers
and yet half in role as teacher is also directing them. She takes
on her own
shadowy role next, "As governor, I send papers to England." Then she
asks as
teacher, "What do you do? Write your job on the blackboard beside your
house." She goes on as teacher directing them to fill out the
diagram of the
village on the board.* Then, still half as teacher and without
changing het
tone11 or gestures,,she asks, "If I wanted to talk to all of you, where would I.

"The well."
-Then Heathcote goei more into the governor half of her role,
saying with
authority and power, "Today I shall wait for you at the well because I have
some news for all the colony." She stands tall and holds her scroll out in
front of hc-, clearly.in role and in a one-who-knows register. The
class is not
ready to respond to these nonverbal signals. They look confused,
so she drops
the governor's posture and asks in a warm teacher manner, "Do you call
yourselves British?"
"No, colonists.".
"This chair will stand for the well. Will each of yciu. go to your house again
and then come to the well? What time of day,should it be?" Although
at the
moment she's clearly teacher, helping them get this first moment right,
she is
standing beside the well where they know. she will be
as governor. She's not
yet in role, but still working to establish the setting in their minds.
"People
have found this village a good place. Who knows what it might
be 200 years
from now?" Then in a narrative mode, "On this
sumther morning people are
going to get' water for their farms." She wonders, still in
the teacher half of
her shadowy role, "Pd carry. mine in a pitcher. I'm not
sure what it would be
made of." Then after.a pause, she decides, "My pitcher would be
wood. You
think what you'd bring." She leaves herself open fo move into role, but she
stays in the teacher half as long as'is necessary to get the class
ready to
respond to her in role. She begins by helping.them believe in their
pitchers
and buckets, and she doesn't rush this stage of the process. She continues,
still as teacher-leader, "Go to the well where you
see all your friends. This is

'See Chapter 7, "Building Belief."
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no holiday. This is a working day. Vind out what you'd say to each other and
how you'd get along." Immediately a small gropp start scuffling at the well.
Heathcote moves firmly into the governor half of her shadowy role. "Excuse
me, you're wasting time.,I need to get my water." She pantomimes pulling up
a rope and then says angrily, "Who's in charge of the well? Three days ago I
reported that the rope was in need of repair." The class is still not ready to

pick up the challenge of Heatlicote-in-role. efew boys as villagers start
hurling insults at her and uncommitted ones giggle. Heathcote immediately
addresses them as teacher, "Would you dare laugh at a representative of King
George?" Then, half in role:she goes on, "I shall have some news for you, so
try to be careful about what I said."
Another occasion for a shadowy role is when you are team teaching with
another teacher who is in a clearly defined role. Then your job is to focus the
class's attention on the other teacher-in-role and alternately as teacher'and in
the shadowy role of participant to keep1the drama focused on a response to
the person in role.
So far we have shown how Heathcote assumes a role or shadowy role; now
we shall look at how she uses another person in role. She puts such a person
or persons into a strongly fixed role, one for which there is an immediate
emotional response. Heathcote's goal is to set up the person-in-role in such a
way that she or he can cast an emotional net around the class long enough to
catch them. She works toward developing a communal concern for dr sense
of mystery about the one-in-role.
Heathcote hit upon the idea of bringing in another person in role as she
was struggling to find a way to arrest the attention of groups of retarded
chililren or adults who have difficulty holding any single focus as a group long
.enough for anything significant to happen. She finds it effective to'set up the
person-in-role before the group arrives, and bring the group into a room
where this person is standing waiting to confront them. It is effective also to
costume the one-in-role. This helps . both the one-in-role who can then
concentrate on adopting the attitude suggested by the coslume, taking on
that mantle, and the class, who are presented with strong nonverbal cluei
they can respond to. Heathcote instructs the person-in-role not to speak first,
but simply to answer all questions as one in that role would. She or he need
not have had any prior theater experience.
Heathcote joins the class in approaching the one-in-role, but she, not the
person-in-role, is leading the drama. Typically, shet uses one of her adult
students or a teacher in the school where she is working as the person-in-role;
he or she usually has had no prior theater training. The one-O-role simply
stands and provides a focus and a tension; where the drama
goes is in the
hands of the class and the teacher. The teacher can feed clues to the personin-role with words like, "I don't.' think he's going to want to eat that,"or
"She may be angry if we tell her," or "He may run away if wc talk right to
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him; should we risk it?" The teacher also keeps the attention of the class
firmly on the one-in-role; ihe coaches the person before the drama to maintain poise and mystery as long as possible. Then, as teacher, she can say,
"Listen to what he says," and the few words of the one-in-role can take on

weight, fullness, and intent.
Heathcote's goal in working this way is to expand the class's awdreness of
what it is like to be the person-in-role and to lead the class to discover their

range of responses to such a person. She has found that a person-in-role
actually does capture the attention of retarded groups, and this is the first

essential if anything is to happen. Such a person can even, in some cases, hold
a class's attention for an h ur or more, so that the drama actually has time to
go somewhere.
She has also found that using a person-in-role makes it possible to lead the

class, either into archetypal experience or into tasks associated
with a
particular role. Roles thatlead best into archetypal experience are tbe stereotyped onesa conventional fairy princcss, nun, ghost,.king, inventor, garden-

er, fortune teller, vagabond, clown, sea.captain, derelict, pirate, ice
queen, or
rent collector. Some roles that tend to lead a group to peiform tasks and
to
use the appropriate vocabulary area helpless adult tied into a ball,
a
limp
doll, an astronaut, a blind or wounded person,
a wild man in an animal skin,
or e recently arrived immigrant who cannot speak or read English. Heathcote
chooses the role that has the greatest potential for leading
a particular class
into a new area of reference, into new experience. Although
she prefers the
archetypal role because Of its potential for "lefi-handed
learning,"* she will
choose a task role when her goal is to develop
an awareness of the attitude,
job,.and language of a particular kind of worker.
I watched Heathcote use another adult in role with
a group ,of eight- and
nine-year-olds who were dramatizing the life of
a group of early settlers. Her
geal is to edge this very verbal and active group into
an archetypal experience
ef confronting someone who has a sense of mission
.and commitment. She
asks one of the adult class members who is actually
a nun to wear her
conventional nun's habit but gives her no prior instruction
except that she is
to stay in role' as &nun and tell the group that she
must
get
to the Indians.
She is carrying a large cross Made of two

)

tree branches and a big, heavy.

Bible.
When the nun admits that she is nervous and doesn't
know what to do,
Heathcote reassures her that

she need do very little. She can be the dumbest
nun known and can play it nervously, if she likesWhat
Heathcote is after is
what the role symbolizes. Heathcote suggests that
she
herself,
in role as one
of the settlers, might

say, "She's so naive she doesn't

know about the
°Indians." Then she could see how the children
cope
with
that naivetland
what they do to help. She tells the nun-in-role
to decide how she knows
*See Chapter 14, "The Left Hand of Knowing."
**See Chapter 17, "Code Cracking: Other Areas."
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about the Indians and what her mission is. She also needs to figure out where

she's come from and what difficulties she's had so far. Heathcote won't let
the nervous nun talk this out with her and the adult class before the children
arrive; she assures her that she abd they will discover this together. This is a
typical approach of Heathcote's; she resists planning out plot details before a
drama begins. The less she knows about what will happen, the more eve she
is to respond at the moment of discovery. However, she assures th.'
role that if she dries up, she need only signal for Heathcote to help her out.
Then the children arrive. After some discussion, they decide to begin iheir
drama in the early evening when they are all at the waterhole in their little
settlement. They begin working together, drawing water and filling buckets.
Then the nun walks in. Heathcote introduces her, "This is Sister Margaret.
She tells me she needs to reach the Indians."
The nun says softly, "I don't know where I am."
The children tell her-lthat if she goes to see the Indians, shell be killed by
the time, she reacheS them. They try to dissuade her. They ask her to come
eat with them, and she does, blessing the food and telling the settlers about
her journey. One of the men draws a map to show her where she is. He tries
to explain how impossible it would be to reach the Indians alive. Heathcote
interjects, "Although she seems gentle, she may be stronger than she looks."
Ken, that particularly vocal member of the group whom we've met before,
'tells her she'll need a gun. "Whal we really should give her is a gravestone," he

asserts firmly to his fellow settlers. "The law of ayerages says she's not
indestruc tible."
Heathcote suggests, "She may not worry about the law of averages."
When the nun goes off to rest, the community discusses the problem she

poses. They comment on the fact that she. blessed .the food. Ken says disgustedly, "People don't do that around here." Then the group starts mocking
the crazy way the Indians do their praying. Before long they are-talking about
the threat of the Inflians,, about how they will kill anyone on sight, about

how they have no law. Heathcote doesn't. interrupt this sharing of their
prejudice. Instead, she says to herself, "I've got my next play, brother. It'll be
'about those Indians you don't understand."
Deliberately restraining oneself from an involved response or argument
when a.group is clearly wrongheaded, as in this instance, is what Heathcote
calls working from inside one's "cool' strip."She urges teachers to grow their
own cool strip, a part of themselves that 'can hold off from involvement,
reflect on what's happening, and-plan an appropriate next step for the drama.
Without a cool strip, teachers become too immersed in the drama to lead it
effectively. The danger of losing a cool strip is greatest when the teacher
either disagrees strongly with the values of the group or is in rale and so is
concentrating on her or his own feeling and response. However, it is at the
height of the dramatic action that a coal strip is most in demand. Part of
,
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Heathcote is always cool, detached. It became a joke among us adult students: 'we would ask each oth.r; "How is your cool strip growing?"
In the drama with the eight- and nine-year-olds, the nun-in-role works for
the girls, but the boys are bored. Simply dismilsing the nun as a "kook," they
decide to go off to their hunting. Heathcote delays ihem only long enough to
be sure that they are committed to being responsible hunters. They have only
two guns to:share, and only five bullets each, which she carefully passes out.
Despite this, the hunters quickly get into a skirmish with the Indians. As they
carry on without Heathcote's leadership in a fairly superficial drama, she
works to deepen the belief of the girls. They ask Sister Margaret a great many
questions and finally decide to give away the village's only mule to help her
on her journey to the Indians. In the meantime, the men come back from the
hunt with one of their company seriously wounded in the leg. They grab
Sister Margaret's cross to use asa splint, thereby demonstrating that they
have
little or no regard for it as a symbol of a different set of %alues. When the
men
discover what the women have done with the mule, they decide
to hold a
village court. Although the women -defend their gift to the nun rather.persuasively, the men fmt pressure on them, arguing that they cannot plow
without a mule. The women respond that they'll just have to learn
to plow
without it. Ken is shouting by this time: "We need that mule for
something
important! Send her away on foot!"
The women point out that the nun just might bring them peace with the
Indians. One of them even notes, "You can't blame the Indians lot,
not
trusting us; after all, we took their land."
- Another remembers, "They taught us to plant corn." The girls are united
in defending their gift..Heathcote in role as a citizen of the village
asks those
who are in- favor of the gift to stand up. Eighteen do
so; Ken and three otber
boYs remain seated' to vote "no." By having the "yes"
vote stand, Heathcote
effectively reduces Ken's power; the mule goes with Sister Margaret.

After the drama is over and the children leave, Heathcote tells h'er
adult
dais that a' person-in-role needs to stand longer,. and
say less than Sister
Margaret did. The longer a person-in-role can take the silence and
wait to let
the class make the first move, the less time it takes for the drama
to get
deeper. By talking early, Sister Margaret missed the
first beginning of the
children's thinking. Heathcote feels we need to train teachers to rely
more on
what they are and less on what they know. They need to find
a way to get
through without always depending on words.

It is Often the needs rather than the competencies of the
person-in-role
that call out the most compellingly. For this

reason, fleathcote frequently
confronts the-class with a-person who has a helpless quality,
like the derelict*.
or Sister Margaret.
*See page 139.
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Once Heathcote brought a smartly dressed man into a group of five- and

six-year-olds and told them he was going to be Granddad. The children
watched ashe took off the wig he always wore in real life (an act of no little
courage on his part), then his jacket, tie, and she He took off his neatly

tailored, u-ousers, revealing an old pair of bggy pants with suspenders
underneath. He put on some slippers _and glasses and became Granddad, who
lived with the class all week. He was a regressive.sort of Granddad; he kept

losing his specs and dropping things. His-presenc4rovided an exerbise in
caring. He became quite real to the children: -even though every day
Heathcotc said, "Good morning, Mr. Richards," and then he went.through
the ritual of transforming himself into an old man, the children still went
..home and told their parents there was an old man in school. That is what
They wanted to believe. They spent the week helping him.and came to like
very much having him in class.

Heathcote onee brought into a class of very tough teenagers a student
teacher-in-role 'as a large, old woman'with a big handbag. She worc a shapeless

,

dress, a man's jacket tied arounchhe waist with a string, men'' shoes, and a
very good felt hat that had seen better days. Sitting beside her.was a fairly
complete stack of newspapers of the past two months and a cracked teacup
with a used teabag on a dish beside it.Into the large handbag HeAhcote had
put a collection of clues: some 1906 check stubs, a few photos from that
period, half a tin of cat food, a little book on English wild flowers, an old ring

with a signet stone, half a pie in a paper bag, ti:vo National Assistance
(welfare) books, a -pension check, an old comic book; and a letter signed
"Ben." The letter is written in a rather bad hand and tells about the trouble
Ben's been having with his bad back.

Heathcote asks the class to come meet this woman, reminding them
musingly that she has a history and that someday she will die and her, rich
past won't be known. As they come close to her, she says nervously, "You've
not let the cat out, have you?" They reassure her and find out that her name
is Annie. Then Heathcote turns them into archivists who seek to find out how
this woman has lived. Annie remembers Rile and can give them only vague
clues. From this and the contents of her handbag, they piece together her
past life. They, decide she lives in one room of a three-story house that looks
like the one on the next page.
She goes to the bus station every day to tidy it up. She brings home a
newspaper to read. The class finds out that in the last burglary, the lock on
the back door got broken. Since then, shc has used a string toAie the door
shut. They decide no one should know about this. They start very tentatively
to care for her; respecting all the while her need for privacy. When a grOup of
fifth graders are invited in to meet Annie, the class of difficult and hitherto
bullying high schoolers defend Annie. They, won't let the little-kids get too
close or ask idle questions.
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this room is
boarded up

Annie lives only
in this room

Another vulnerable person-in-role whom Heathcote has used is a small
Chinese girl who can speak Chinese. Heathcote stands her under a clock in a
classroom. In her hand are a Chinese passport and a much folded letter that
says in English, "When you get off the plane, wait under the clock and I'll be

there." When the group cohm in, their first problem is how to approach
somebody if you want to help her. They agree, "You can't just yfalk-up to
somebody aiid say, ,What are you doing?' " It is obvious that she has been
there with her big suitcase for a long time. When they speak to her, she
answers in thinese. Most groups of children do figure out a way to solve this
Chinese girl's problem, for tliey cannot bear to have her come so far and be
let down this way. She has come on the wrong Jay; she is in the wrong place;
there's another clock. In any case, there is nothing she can do to help it, and
the class has a problem. This is another exercise in .caring.,
In Nottingham, Heathcote was faced 'with a grotip of children who had a
propensity for tougli; violent behavior. Some of this may have sprung, from
the sheer frustration of their daily lives. A large 'number were victims of
poverty and neglect. One, named, Ozzie, had never spoken a word in school.
Heathcote decides to meet violence,with violence. She brings in a big man
with crew cut hair. Like Granddad, he comes iL1 first hi good clothes
and
then takes these off in front of the class, revealing prisoner clothes underneath. Heathcote introduces him as Tom Crow, a tramp; she says, "I wonder
what people like that think about. He gives mea funny feeling:"
The clase doesnlhesitate, "People like that are,tramps and nnirderers,
and
they kill people."
they really?", Then she turns from the tramp and asks the class what
they do when they are not in school. They tell her they play,
so she says,
"Here's My house; I live on your street." She draws a picture of her house on

the board. Then she says, "You go play on Miss Brown's doorstep today."
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"Who's Miss Brown?"

Then Heathcote 'jumps clearly into role as o e of the members of theneighborhood. She says with the authority of oi who lives there, "She lives
in Number 41, doesn't she?" When they look a her in puzzlement, she goes
son, "Oh, you have not seen-her. lately? Well, her dog's about; I. hear it
larking. Get yourselVes off and play on Miss Brown's doorstce.
The children go to one corner of the classroom and then call back "She's :
there.''
"What do you mean, %he's there'?"
"We knocked on the window."
"And there's this fierce dog."
"Is there?" Heathcote responds, helping their belief. "How big is it?"
"It's a big dog!"
'
"I didn't know she had enough to feed,a big dog," she says, feeding in
inforniatiOn.
"Well, it's a medium big dog."

-

"I wonder where she gets the money from;-she's on a pension, isn't she?"
one boy asks, picking up the cue thakshe's poor:
Heathcote presseS him, "HoW can you tell?"
"Aw, you can tell by the waShing on the line."
"Can you?"
"Yeah, it's all women's clothes."
"Really? Does she ever go away?"
,"Neyer."
"But she seems gone now."
"Then-why's the dog still there?"
Then Torn Crow appears, coming around the side of the house. As it turns
out th3s violent 'class doesn't wa'rit him to have dOne any damage. When they
speak ,to him, they ask without- suspicion, "You don't come around here
often, do you?" He ansWers with a-gesture. The aduZt playing the role of3om
is actually a psychologist; he has decided to-use the boy who never:speaks,
Ozzie, as, a go7between, so all he will say is "Ozzie." When Heat'acote hears
this, she too puts pressure on Ozzie, asking the group, 'Do you know him?"
"Yeah, he never talks," one girl sa)fs, looking at Ozzie's imPissive, strong,
.face. Ozzie edges close to Tom Crow, who touches him and begins to whisper
.

in-his ear.

Soon -the whole:class is pressing Ozzie: "What's he saying? Has he seen
Miss BrOWn? Go ask him."

Heathcote stops the- drama to bnild up an image of what Miss Brown is
like. She gives each child a task:. Can you explain where Miss Brown's fathily
came,from? What hangs on Miss Brown's washline on Monday? Can you iell

where she got her dog? Can you explain where she gets her money? What
does she ,wear .on Sunday? 'What is ller favorite meal? (She can afford only
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one, serving, of course.) Here is a samite of the stories they
write with the
...help of the adults who,. are watching. These Children had been
labeled

S/lolent,7 but there is not one violent thought in,

very gentle.

any of their papers. It is all

1%ss Brown's washing.

She washes her dress and coat.
She doesn't wash very often, because she.hasn't much mont
She just washes clothei'in the sin
cause she has' no washi g machine..
Some clothes have hol in.
She likes clothes but ha
dle and cotton to sew them up.
.

.

What Miss Brown thought about her dog.

She bought it dog food, Bounce-every day., She took him for
a walk every
morning and 'every dinner and every night. She took a ball with her for.the
dog on the field. He sometimes 'carried his food in his mouth, and
he
carried the newspapers the Post and the Daily Mirror. She had to go to the
shop' every day. She did not have:a lead for the dug. She loved her dog
because he did what he was told. She had had him a long long time, when
he was a pup. She got him from' a pet shop. He slept in a basket downstairs, ..
because it was warm.
What she does all day.

She used to take the dog for a walk every day.
Made-the dinner.
Used to call the,childien in to go.and shoii for her.
Every day she washed sthe plates up.
She watched the Telly; she loved.Tom and Jerry.
.
Every night she would
. go to bed at 7 o'clock. She got up at 5 o'clock.
The dog barked at 5' o'clOck:
She always liked' cuitard' pie,' and' the dog liked chicken. The dog
loves the
old lady, and the old lady lcives the dog.
The' dog's got a room fOr itself.
. They always go next door .tOosee a.friend, another old lady.
How Miss Brown got on with her neighhors.

.

-

She had soine neighbors.
There were two.
One an old woman lived next door on one side. She liked
drink tea and
ihe got on very well with Miss Brown. She was a widow to
'and she helped
Miss Brown with jobs such-as shopping.
On ,the other side of Miss Brow/Hived Mr. ChP. who made
a noise. He
played the radio loudly.
One day Miss Brown say., Mr. Chilly in the street.
She 'said to? him Don't make a noise 'I cannot sleep at nigh Hiccause
the
radio is on tee loud. He replied "All right" went in to his house
and
kept
the radio switched off that night.

Heathcote has the childre.- read their papers aloud,
so that gradually a

pietuie of MiSs Brown is built' up:One of the adult
teachers who Is watching
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says, "Get that tramp out of there," but instead of taking up .the idea, the
children begin tO defend Tan CroW's right to be. there.

"People have a right to have a place to be," one child says to the adult
observer. "He has a right to be here when Miis Brown's away." The whole
group join her in resisting his being arrested or taken away.,They. spend two,
days looking for Miss BroWn.

Heathcote- asks a branching qtYistion, "Doyou want to find Miss
Brown alive or.dead?" They say, 'alive. "Well, where might she have gone.and
left her dog here? You know she never leaves her dog.7'
A little girl says, "I'll be Miss Brown." She goes a long way off from the
group and sits down.
The children decide she has gone to her old house; according to one of the
children's 'papers, t was slated to be torn down because it was old. Miss
Brown had had to inove against her will. The class goes to the spot,where the
girl is sitting, and there they find Tom Crow as well. He's camping out in Miss
Brown's old house. Again he whispers to Ozzie; Ozzie leads them up the stairs
and on up to the attic. Higher and higher they go in silence. Heathcbte's flesh
is crawling by this time: what are they going to find upthere? Finally Ozzie
and Tom lead them tO the little girl wfth her eyes closed. Heathcote whispers,
"Is she all right?"

"Yes, she's just asleep," says' one girl, who is touching her. Miss Brown
opens her eyes.
"Miss Brown, we have heen worried sick over you," says Heathcotein role.
She is shivering and tan't remember much.
"Is Tom Crow downstairs?"
{iyes.11

"He always watche4" says Miss Brown: So they come down thc stairs,
leading her gently. By now Ozzie and Tom Crow are great pals and are talking
to each other.
'Come on and have a cup of. tea with jpe," she says, and they all walk
back to Number 41 and sit in her living room:-;

She tells them why she was in the attic. `;`Ohil always go there (in the
anniversary of my daughter's death." This chiljl is actually a starved-looking
wait, deprived in real life of many *material thiqs; still ihe is capable of giving
the class this great gift.
"Did your daughter die there?"
"Yes, she was little, you Ioyw. So I alwaysjo and sort of sit there for a
bit." She looks' at Ozzie, "Fetch him in." Ozzie goes to get Tom Crow and
seats him. She says, "I've an old suit of my huslond's whichll fit 'im." So the
children dress him gently in his own clothes and stroke him as they do so.
Some:.of the school staff come in' and watch at this point in the drama, but
all they, can' say is, "Ozzie's talking!" This 'makes Heathcote angry. A
"violent" class is caring for a disheveled adult in'a way that few adults in that
1;
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school are actually caring for those disheveled children and the staff cannot
assimilate this fact.
Here is the story that group wrote after the drama was over:
THE STORY OF MISS BROWN.

All the childrenitnew Miss Biown.
She lived in a street nearAo them. ..
They played in the street outside her house.
Her dog liked tO Play with them.
One day she left her dog in her house and went away.
She left her washing on the line.
The dog barked and thc friends.heard it barking.
They. looked everywhere for Miss Brown.
tlpstairs'and downstaira but she could not be found.
They remembered she.used to live in another very old house the other side
of the.field.
They went to seek her and they. found TOM THE TRAMP.
He looked hungry. They gave him milk, and some sandwiches.
He told Oswald that Misi Brown was upstairs in the attic of her old house.
The ,children found Miss Brownthe was cold 'and shivering and couldn't
remember anything..

They took her home with TOM THE TRAMP And they all sat round the
fire....
They had a Cup of tea.
Miss Brown gave one of her husband's suits to TOM.
She told all the children that her daughter had died in the attic of the old

hOuse and that was why she liked to go there to remember her little

daughter sometimes:
The children look after Miss Brown and do her shopping and get the dog
meat froth. the butcher's.
.

To demonstrate how to set sotheone up in role, Heatlicote has each of her
adult students dress in a costume that she or he thinks has potential
for use
by a person-in-role. She then comments on how that role might be used. She
is always looking for Ways to use the faces and costumes in the class
as a way
into' archetypal experience. Thus, she urges her students to find a length of
cloth, a hat, or a bag that symbolizes a way of life.
For example, ihe will see in a young, slim, pretty woman with long,
straight, blond hair the potential to become a mermaid for a group of young
children or mentally. handicapped people. licathcote Makes her
a big,
beautiful, crepe paper tail which she can move in a sinuous manner. She sets
,the mermaid up on a rock with her comb and mirror, adding
bits of rocks and
pebbles about .her tail. She tells her to be combing and singing when
the class
comes in. Heathcote .sets this part up very carefully, but she does not plan
what the class will see; if they see a seahorse instead of a mermaid, she will
let
that happen; it. Ls not her job to decide how the class will respond.
Her goal is
to set up a persori-in-role in an evocative yet bland role. She plans what
to do
if the flimsy tail breaks, of course; then she can ask the class whether
they,
want her to be a woman with a tail attached or a mermaid with
a woman

Jt
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inside. The fact that the one-in-role stays there and confronts them and will
not go away provides the tension for the drama. Heathcote will not rush them
.

into seeing what she intends with eager .questions like, "Do you see the
mermaid?" She tells the Mermaid to find their questions confusing: If they
.ask what her name is, she'll not know about names. Heathcote may plan to
have a man in a fisherman's outfit come in and carry a big net towards the
mermaid. He will do this at a'point in the drama when the class has decided
they like the mermaid. Usually the class will then attack the fisherman and
try, to stop him. Once a group of mentally .handicapped people put the
fisherman in his own net. When the mermaid's tail came off in the struggle,
they -decided to take, it to the shore and throw it into the sea. "We must
return it to Neptune," they said...
When-Heathcote is setting up another person in role, she starts with her or
his physical aspects. The quality of the gaze, the set of the jaw, the size and
postureall are starting 'points for deciding how this person might be used.
Once she saw a tall, proud, somewhat stubborn young black woman as a
sunflower. She used her for a group of mentally handicapped children as a tall
sunflower that simply .could not hold up her head. The long, lovely neek
became a stem; twelve heavY golderr petals ringed her face. When the class
first saw the sunflower,4 she was drooping. Her petals weighed heavily on the
children. It was so hard to hold up thatbeautiful bloom when the stem was
so weak. The class had to face the problem of getting the sunflower to stand

up. They built a fence, and they took the beautiful, falling-down heavy
flower andlifted her and leaned her against it. In every way they could, they
encouraged,her to stand. The girl stayed in role, a weak flower that was just
barely managing to stay alive. The children, prayed over her; they put food
into her hand. This was wrong'in fact, but:it was right in feeling: they were
nurturing the poor sunflower. After all, it was caring, not photosynthesis,
that Heathcote wanted to develop.in the class.
If a person wears glasses, Heathcote emphasizes this aspect of physical
appearance. If she wants to emphasize vulnerability, she'll find an adult with
the thickest lens,and the smallest physique to work in role. To symbolize that
here is a person with a lot of thinking to do, the frames might be enlarged
with dark paint. A monocle can be translated into an eye .that sees differently. She might put dark sunglasses 'over a person's real eyes and add a
third eye with a monocle. This might be the eye of memory; Heath:ote could
use it if she is working with a group of mentally handicapped who are convinced they, can't rethember things and her goal is to help them discover that
they can. To high school students, .the monocle might be 'd symbol of
madness or of what seems madness but may, not be so. The glasses might be
extended to a telescope: .then the class is plunged into the brotherhood of all
those who use tools to see more. Suddenly they resemble Galileo, who was
the only one with this kind of instrument.

.

-

"Using Ral. in Teaching

145

One tall, slim woman powdered her face white, curled up her dark hair,
11(1 put 'on a doll's mouth. In her long, white stockings 'and red-and-white
checkered dress, she became a limp doll. It was the children's Challenge to get
her to stop flopping and sleeping and find a way to get her to open her eyes
and stand. With -yOung-children, Heathcote has used a doll tied in a box. As
they stand around the box all tied in a ribbon, the children can hear a faint
tapping and soft "Let me out, let me out!" One of the appealing things about
a doll is that it is quite adult in size but totally. inadequate.
Heathcote looks for a person-in-role who needs the group for some reason.
This does not mean that the person-in-role must be unduly helpless or
vulnerable, but that" the pers'On must have the power to 'draw the class in.
Once I stood on a table in a long, black flannel cape and black cap. Heathcote
decided I could be the guardian of a treasure or mystery, a seeker who needs
information, or a messenger who brings information. In any of these. there is
some lure for the class that'they won't want Ao ignore. Heathcote urges her
adult students not Ao look at the person-in-role theatrically, in terms of all the
things that might happen now. Instead, she says, look at the role as a way of
evoking some kind of Involved response, and then trust that the drama will
go
somewhere. It doesn't really Matter where it goes: the main thing is to give
r the class time to find a response, to be patient with their groping attempts to
understand and act. As "teacher. you keep your attention fixed on the role
and say, "Come, have a look at him," "Do .you think we dare move closer?"
or "Why do you suppose he's here?" Keep your questions bland so that the
doss is free to make their own interpretation of what they see.
Over the years, Heathcote has developed four major rules about using a
person-in-role, guidelines for making the experience vital for a class.
First, the teacher must stay in charge of the role; the person-in-role responds to the class and to the teacher but stays in role at all times. The
teacher protects the one-in-role from drifting (since the person-in-role
is not
used to acting) and from being treated with diirespect by the class. If
the
one-in-role is sitting beside a treasure chest or holding onto
a large bag, the
teacher must protect the right to privacy, make sure that personal
property is
shared only when the possessor chooses to share it. The teacher also
give clues
to direct the one-in-role's response when necessary.
, 8econd, the person-in-role
must look within for the meaning of the role.
How to project the attitude of the chosen role is the
person-in-role's own
affair. The teacher who coaches this person too much beforehand
throws
'away the opportunity to spontaneously react to the
one-in-role along with
the class. The person-in-role's job is to discover her
or his identityfind feelings
and then project them all the while the class is there.
The teacher has to
sensitively pick' up this attitude and figt..e out how
to use it with the class to
move towards a moment of reflection that drops into the universal.
The
person4n-role should maintain 'a single attitude and unmixed
signals. It's best
.
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to stay close to just one central effect. You want the person-in-role to be as
restricted as it is appropriate to be in that role. This does not mean that the
effect might not be ambiguous (Heathcote works towards ambiguity), but if
the one-in-role decides to project an unwillingness to give up cherished
beliefs, for example, then that attitude willTrevail no matter who the class
decides the person is.
Once, with a Latin dass, HeathcOte set up a drama in a Roman home. She

asked a.studefit teacher who knew Latin to wear a long flowing robe and
bring along with her everything she could find that implied a Roman household: a bowl, jar, handmade broom, mirror, low bench, wax tablet and stylus.
Then, when this Roman matron invited the Latin class into the classroom she
had set up as her home, they could examine each of the items. Since the goal
was to cement the language, they of course did.all this in Latin. The womanin-role assumed a Roman name and concentrated on projecting a person who
was as RoMan as she could make herself. She answered questions about the
items of her household, and Heathcote exploited the role to get at the quality
of this women's life for the Latin students. The one-in-role concentrated not
on the class's learning, but on projectiniRomanness.
Heathcote's third guideline is that the' role has to eiemplify a way of life.
If the person-in-role is engaged in a task, that task should be considered less
important than the purpose to be served. The task should grow out of the
role. If a role 'remains too firmly limited to the job, it cannot move to the
universal. An inventor can be struggling to solve a problem, hut his struggle
also exemplifies his inventor's eye that 'never sees anything for just what it is
but for what it could be.
Once when she was working with a group of mentally handicapped children, Heathcote set up a blind market'Woman in a long African gown. This

role did not work, because it was so strongly task oriented. The market
woman was sitting down with a sack of potatoes she was trying to sell.
Because she Was blind, she had, to trust those who bought from her to pay
enough. The children responded to the task, not the role. They eagerly set
about helping her, locate the potatoes, finding them very interesting, and
helping her sell them. They never got Co the universal of blindness.

The fourth guideline is that although the person-in-role concentrates on
just a single attitude, the role itself must not be fixed too_ fkmly. There need§
to be an ambiguity, a mystery, a strangeness that holds the class. Your goal is
to move into the "left hand," into archetypal experience.*
*See Chapter 14, "The Left Hand of Knowing," for more examples of this use of role.
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12. THEATER ELEMENTS AS TOOLS

Classroom drama uses the elements of the art of theater. Like any art, it is
highly disciplined, not free. Like painters, sculptors, or dancers, the participants ari. held taut in the discipline of an art form. Thus there,are rules of the

craft that must be ,followed if the implicit is to be made explicit,
if the

classroom drama is going to work so that, as in theater, a slice of life
can be
taken up and examined.
Drama is never doing your own thing. Everything each
person does must
be in context of the others in the drama and the Big Lie all
are committed to
belieying. In a classroom, each individual must agree to be
open to others and
to .stay with the challenge of responding relevantly if the imagined
moment is
,.to take on the texture of real experience. Ironically, by 'disciplining
themselves to respect the rules of drama, the participants becOme
more free to
discover all of the possibilities within the art form:
The difference between theater and classroom drama is that in theater
everything is contrived so that the audience gets the kicks. In the
classroom,
the paiticiriants get the kicks. Howeyer, the tools are the same: the elements
of theater craft. As Heathcote setsup a classroom drama and trains
teachers,
she relies on her theatrical
sense.

However, she is not in theater; ever. She thinks we ond to press children

, far too early to grow the art form of theaterthe making of an overtly
explicit statement with one's gestOre and body and voice. It is
enough to
press children- to believe. Belief belongs to both claisroom drama and theater;
making overt explication belongs to the theater alone. Heathcote
puts all her
energy on what is at the heart of not only theater experience, but all of
our
life as well: the process of identifying with the experience
of another person.
Whether her students ever go into theater is irrelevant to Heathcote.
Her

concern is that they use drama to expand their understanding of life
experience, to reflect
on a- particular circumstance, to make sense of their
world in a new and deeper way.
What thef..play looks like from the Outside does not matter to flea thcote
147
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.unless it bothers the class. What she is after is not a play that is accurate or
looks right to an audience but an experience that feels right to the participants.
One element of good theater is focus on a particular moment in time that
captures the essence of a broad, general human experience .and shows its
implications. In the theater the playwright 'does this for us by taking sides in
an issue, selecting a central character,- and revealing the tension of his Situation with carefully contrived explications within the theater tradition. In the
classroom, the teacher does this by simplifying the general subject to a single
moment and using sensory details to sharpen the focus for the class.
At the beginning of the "killing the President" drama, Heathcote takes the
big idea of assassination and makes it work dramatically by giving the class
enough sensory details of one particukr spot so that they can build a clear
imagethough not necessarily the same imagein each of their minds. She
asks the boys to close their eyes, saying, "I want you to see this place where
this gang lives and always meets when it's on a job. Nobody would ever
dream as they pass it outside that inside there a gioup of men hatch all kinds
of destructive plans. Trucks come and go, load up and leave things; inside,
packing cases lie all _ova' the place. But there is one very special packing case,
and I would like for you 'to see it, very clearly. It has a.door, and you can go
through the packing case; and behind it is another door. Through that door is
the meeting place for this gang."
To this imagined place the boys comewith all their prior experience
about similar rooms, and begin to talk as they believe men would under these
circumstances. The Big Lie has been swallowedthey are "in." Their concentration has been heightened by Heathcote's clear focus. In real life, weare
bombarded with such a wide range of unrelated stimuli, at such a fast rate,
tha t we are often distracted from concentration and reflection. In drama,
there is only one thing to attend to at a time. The world is made smaller and
%more comprehensible by this isolation of a single factor. In drama, too, we
can play out the consequences of a particular act and not have to really live
'forever with its effect. We can literally have our, cake and eat it too because
afterthe drama is over, we can go back and do it again differently. This never
happens in an absolute sense in our lives: as Heraclitusreminded us, you-can
never step into the same river twice.
.
Once belief is established, Heathcote works to develop another of thse tools
of theifer.:Craitension, the pressure for response that is at the heart of a
dramatic action. Tension is the "third dimension," what the drama is really
aboutnot the story, but the cliff edge on which the participants find themselves. The teacher's main task after getting the Big Lie accepted is to lead the
group to a cliff edge and then leave them there. They must.struggle to find
their own way back to safety. The teacher doeon't tell them what
happen, because that's up to them. This is where th excitment in drama lies,'
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where energy is released to power the class forward to
new discoveries. A
drama is a trarp nto a particular time, place, and
circumstances. This is the
fixed moment, and there's no escaping it; it can only.be worked through.
This
fact alone, once the class perceives it, provides a tension; the
class is under a
real pressure. This pressure can be the suspense of not knowing,
or it can be
the desperation of sensing a crucial limitation which
one has to fight to.
overcoine. Tension is at the'heart of good drama as Kenneth
Tynan defines it:.
"Go Od drama for me is made up of the thoughts, the words,
and the gestures
that are wrung from human beings on their way to,
or in, or emerging from a
state of desperation.'*

How does the teacher inject this element of desperation
into a human
situation? Scmetimes Heathcote does it by stepping into role
as someone who
won't let the class off the hook, who demands a response. With immature
classes she often sets up a very blatant opposition to the class,
thereby creating a conflict and making it easy for the students
to respond.**
She may provide tension simply by introducing
a surprise question into a
firmly established scene: "What is that .crawling
over there?" Or, "My Lord,
have you seen the boy? We have lost him."
Heathcote sometimes supplies a transitional narrative as the children
pantomime the action. This gives them a feeling of continuity
as she leads
them to another cliff edge. "Night came, and the tired band of explorers laid
out* thcir sleeping bags before .the fire. They climbed into
the welcome
warmth of the_heavybags and slept soundly until
sunup. When they woke up,
they looked around their camp in horror; all their food
was gone." After the
children have worked themselves back from one cliff edge,
they often need ,a
period of repose before.they are ready to take on another challenge.
Another way to introduce tension is to define
a, relationship' between
people that is fraught with complication. For example, if
two male doctors

are discussing the technique of a brain operation, the situation
is not
necessarily a dramatic

one. If, however, the same two doctors are discussing a
specific operation on a particular woman and in the
course of the conversa-.
tion discover that they are both in love with her,
a tension is introduced that
makes the situation dramatic.
The suspense of not knowing always creates tension. The
forger you have
to wait to find out, the more tension you feel. So, whenever
a class is in a
position of waiting to see what will happen, Heathcote
does all she can to

keep them concentrated on the anticipated event and
get them more and
more worried about the possible outcome. For example,
on that sailing ship
of 1610, the captain disappears after the first day.
The girl taking that role
*WiLcon, Colin, and others. Declaration. (Edited by Tom Maschler.) New
York: E. P.'
Dutton & Co., 1951 201 pp.
*Examples of this are in Chapter 11, "Using Role in Teaching."
.
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has in fact gone on vacation with her family. As time passes, the crew feels
increasing consternation because the captain does not come out of his cabin.
Finally, after two days, they decide to break in the locked cabin door and see
what is wrOng. Speculation ranges from "He doesn't care about us," "He is
ill," "I think he's insane," to "He's been murdered." Five boys are ready to
storm down the door and find out. Heathcote wants to set up the drama to
heighten tension, so she won't let this small group of boys instigate the
break-in just yet. A few girls in one corner have been talking about a mutiny;
others are more concerned with their tasks aboard ship. Three of the crew are
earnestly talking about whether they can take up the captain's mission if the
captain himself is deadwhether this ship can go on and folloW a dead man's
dream. "Did he give his chart to any of the crew?"
HeathcOte stops the drama to effect a dramatic focus. "If the captain is
dead, then what? The second mate would take over. If he's: not dead but mad,
then there would be some point to that mutiny you are talking about. Which
will it be?" is her blanching question.
They decide they want the captain to be dead. The boys are as eager as
ever to break down the door. She reminds diem that if they were aboard a
real ship, they would not be allowed to do this on their own. They'd have to
report the locked door to the first mate. As the teacher, she sums up their
situation: "The captain has not been out of his cabin since this ship set sail.
Some say the captain has gold, but that is just a rumor. I don't know and you
don't know, about this yet. We may decide we like the idea of the gold end
produce it. But for the moment let's make the opening of this cabin door
happen to all of us at once. Out of this will come our choice of what to do

next." So she slows the pace and builds the terision. In role as the
thimineering and loyal first mate, she addresses the assembled crew in a
raucous voice: "Attention all seamen! I've heard the rumors that are going
round about the captain, and I'm gonna prove to you that he's a good man.
This Alan is his persbnally chosen cabin boy. So Alan arid me and the second
mate ars gonna go personally down and at the risk of the captain's anger
we re gonna push-gen that door. Now you stay here as witnesses. Neither
Alan, the cabin. boy; nor I, the first mate; nor Bill here, the second mate, will
enter the captain's cabin. You can watch from where you stand. So -turn
yourselves around and look at the captain's cabin. Don't take your eyes off it.
OK?" She continues, in a louder and slightly petulant voice, "Now don't let
anybody say they were not in a position to see. There will be no more rumors

aboard this ship; there will be fact. ...Put your shoulders to that door. Is it

locked from the inside? Then push. Go on, keep on." Then she turns
And neither of you
-to the second mate: "Better give him a hand,
. set a foot over that threshold, hear?" The two ,. boys push again. "Go
on. It seems to be giving. Push again. Take a run at it. Do you feel
it giving a little?" Before long, the boys are actually panting from the effort
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of running repeateclly against the imagined- door. Out of role, Heathcote
'coaches, "It's a big doOr. No captain's gonna have a little flimsy plywood
door in those days. It'd be a thick door of heavy oak. It's got an iron lock.
.Don't get it open 'till your feel it's right." Then, clearly back in roIe, she says
roughly, "Do you hear anything iti there?"
"Sharks!" shouts a boy who has all this time been standing on a chair as
the poop deck lookout.. He has been unaffected by Heathcote's
attempt . to
f6cus the group's attention. She looks up at him. Without showing
.any
irritation at his irrelevant outburst, she says, "We'll watch for the
captain; you
watch the sharks." As long as his private vision of the scene doesn't dissipate
the intensity of the action at the captain's door for the others, she
lets him go
on with his spyglass. To the two boys she says, "Try again. See if you can feel

your way to the moment when both of you know the door gives way." They
continue until they make it. Heathcote shouts, "Everybody stand back! The
door_is open!" Then she orders the cabin boy to walk in and look
around, but
not to touch anything. He walks back slowly, looking a tit awed. "What
do
you find, Alan?"
"The captain's lying in his bed ...."
"Well?"
"He looks dead!" The group gasps. Suspense has been built while
the
group waited to find out what was behind, that door. Although the class had
decided they Would find the captain dead, they didn't,know exactly
when the
break-in -of that door would come. As they all (except the lookout
on the
poop deck) silently watched the two boys arduously run against that door,
their anticipation became more intense. That final gasp is real.
One of the easieSt ways to build up tension is to create isituation
in which
something is going to happen, bnt no one knows exactly when:. the police
are
going to raid the place; the ghost is going to appear; the doctor
is going to get

.

the plague; Pluto is going to swoop down and
grasp Persephone; the mountain
lion is coming to maul one of you; you are to be interrogated in
your turn,
and you know you're the one who will be found guilty. Everything
is set up
so that this must occur, but none of the participants, except the
one who is in
role as the protagonist, knOws when or how it will happen.
This creates the
tension of waiting and not knowing how you will respond. To plan a response
in advance is to.wash out the tensiori, Suspense is the
press of not knowing.
Another way to create tension is4o introduce an element of desperation
caused by a limitation of some.. sort. It might be that one of the vital
necessities, such as food, water, or air, is in short supply: "You three have
the
responsibility of carrying the water for the trip across the desert. It's
up to
you to see that it's shared fairly. No one dare simply take a drink when he
likes."
A limitation of space can treate tension. Heathcote remembers
facts that
hOld dramatic potential: The dimensions of the
quarters for Africans carried
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amwillingly to the New 'World in a typical slave ship were 5 feet 10 inches
deep by 16 inches wide by 30-inches high. To know this is to have a clue to
the tension felt by those captiv.
Sometimes Heathcote Will use 'the tension of not being able to get out; for
example, in a mine disaster, a sunken submarine, or a stuck elevator. Once a
group of New York teenagers decided they wanted their play to take place in
the New York.City Public Libraiy. Heathcote quickly assumes the, role of a
minol official, walks into the room holding in imaginary walkie-talkie and
begins saying into the transmitter: "ThiS is the New York City Library. Yeti
want me td lock it up right now? Right." One of the students aska ber why
she is locking the door, and she says, "I don't know; my orders are to lock
the place up and nobody's allowed out."
She goes on pantomiming lbcking each door. After watching her a few
momenta, somebody says, "We want out of.here; you've got to give us that
;-.
key."
.

,

"If you attempt to go, I'll throw this key, out the window," she says,
blandishing it in front of them. By now they are earnestly discussing the
situation. They sense there are more thrills in accepting this Big Lie than in
denying it, so they obey the rules..They don't try to leave the library.
Finally, a boy says, "Can I use your walkie-talkie?" She lets him have it;
he says, "It iSrA working."

"It is, too!"

'It isn't."
"Christ! You're right! Well, if you must know, all I know is there's some
sort of scare out there. That's all I know, and I've said ,more than I shoulr:
have already." The group guesses that an atoinic bomb has exploded. They
keep coming to Heathcote, whd continues not to know anithing. Finally
they decide she should go out and find out what is going on. She resists, "Oh
no, my orders are to stay right here." Then they forcibly take her key out of
her pocket, unlock the door, and push her out, grabbing her waikie-talkie in
the process. She stands away from the group-as Lhey start to
together.
They -begin to worry. What have We done?.One of the boys begins to repair
the walkie-talkie. At this point, Heathcote decides to be the police 6ead.

quarters.

However,: before she can do that, one boy shouts that he's Isavi,:g the
building. He buCsts out the door, conies straight to Heathcote, and says, "This

is fascinating! I never dreamed drama was like this!" and so the two ofthem :
have a little chat about how exciting it all is.

MI at once the others get the talkie-wkftt going. Heathcote hands over a
transmitter to the boy next to her. "Yon better take it."
This he does, but.he doesni answer their particular call. Instead, he says,
"We are clearing Forty-Sixth Street." The students look at one another: the
tibrary is at Forty-Second Street. They know they are not tO be cleaied yet.
11
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"I repeat. Will all other areas stay put; your turn will com,..t. If you have

enough water, bear up." He keeps applying pressure, moving up a street each
time.
Heathcote walks up the library steps and says, "Let's suppose it's three
hours later." This intensifies the pressure. They discover
that there is very
little water left in the cooler and the faucets don't work. They
start to argue
amongst themselves. After a little while, Hdathcote has" them
move- to 12
hours later, then to the next day. The situation gets more' and
more tense.
The limitation of having to stay in that place under those
difficult circumstances heightens the dramatic impact.
After the drama is,over, they reflect on the situation.
One girl says, "You,
know, I just realized I haven't thought about
anyone
but
myself for three
days!"

Another limitation that causes tension is not being allowed to do whatirou're committed to doing. One group of children has
deCided io be amedical team taking supplies to Russia to help in- an epidemic.
They meet

Heathcote in role as a customs official who blocks their
entry and again as a
mother'who won't allow blood tests on her daughter. This frustration
creates
tension because the doctors can't get on with what they
are
committed
to
doing.
In another drama, a nine-year-old King Ahab decides that
Jezebel's temple
Can be built only in the center of the city. This
means tearing down something that the people are very -committed to preserving: their
homes. They
plead eloquently to him .to spare their homes, because
their'children
need
shelter. Their pleas are disregarded. They dare not rebel
against
the
king,
but
they all() feel the --.7,ony of losing their homes, which by
now symbolize their
powerlessness. In the tension of desperation, they finally hit
upon one reason
for not razing their houses that the king dare
not ignore. One child says
bravely, "Your majesty, King Ahab, there's a leper in
my house, and you
better not go in. there." King Ahab says, "Then we'll'burn
your house down,
not tear it down." The child says back to him, "Do you think
that that wOuld
kill leprosy on this spot?" She has won; Jezehel
does not get-her temple built
because that clever child, under the pressure.of
desperation
thinks of the one
thing the king can do nothing about.
'Another pressure Heathcote,uses is a limitation of
time. If the students are
archaeologists at work labeling and preserving the artifacts
from a tomb, she
might suggest that this site is going to be inundated
in a dam-building project
in three weeks. The challenge is to save the tomb for posterity.
not work so fast they risk breaking irreplaceable addicts, The team dare
but they must
make the deadline.
We have seen how Heathcote uses tension to heighten drama. She also
uses
the three spectra of theater craft in a classroom drama.
With them, she can
creole artfully some of what seems to be magic
when it dccurs on the stage'.
.
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The spectra are:

barkness
Silence
Stillness

47--

Light
Sound
Movement

For thousands of years the human family aas been employing these sped:rain_
the developthent of theater, in devising ways to affect an audience. The result
is that theater, craft is flexible and adaptive:In the classroom, the teacher can
shape it according to the needs or interests of the class; the children need not
be twisted around the medium.

Theatrical tools need to be adapted not only to the children, but also to
the room. In the average classroom, it is often difficult to use the spectrum Of
darkness and light. The simplest way to overcome the face that many' class.

rooms are designed to be light but never dark is to have the children tclose
their eyes and pretend it is dark. Heathcote frequently asks children to do
this. In a drama about an orphanage, she wanted to create the feel of bedtime
in a room that could not, be darkened. She had the children lie down on the
floor and close their eyes while 'she lighted a real candle and held it high.
Then she softly beckoned the children-to leave their imagined beds and come
to the light of the candle. As they. actually stirred from a state of stillness to
movement, they moved in their Lnaginations from darkness to light.
Heathcotes words emphasized the change from one end of each spectrum to
the other. "In that dark bedroom, the orphans came to the glimmering light of
a Single candle." In a room that cannot be darkened, Heathcote often uses the

magk of a candle or lantern, either lit or unlit, to, create the illusion of
darknecs. If she can get real clarkness, of course, she uses that to create the
drama of a glimmer of light in the night.

She might begin a drama about Beowulf by, using the darknesslight
spectrum. As the soldiers gather around the welcome warmth of -the fire in

Hrothgar's dark hall and are chilled with talk of the monster Grendel,
Heathcote might say, "I gain comfort from these flames in the night." Then,
as the fire dies -down, the challenge might be, "Who will dare go out into that
dangerous dark for more logs?"

If a group of primary children want to do a drama.about a monster or.
dragon, Heathcote knows she's gulag to have to use darkness, even in a bright
room, to make that monster come alive. In one drama she decides tohide an
angelic400king, curly-haired, blond volunteer monster until she can build up
his belief in himself as the Monster and the belief of the 43 others in him. She
fatds a piariO to hide him behind and works back and forth between him and
the class. "What does he look like?" she asks the class and gets a description
of his teeth and claws. She goes back to the monster's cave and says, "You've

no idea how scared they are of you!" Then back to the class, "What time
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does he come out?"
.,
"At night."
"Let's go to' bed 'then." She helps them set up their beds iri the
castle and
lie down and close heir,.eyes. Finally they all believe
in this monster they
cannot see. Tben the little boy behind the piano comes out of his
cave,
making the fiercest monster sounds he can muster, and it
doesn't matter what
he looks like. By that time he .is a big Monster to
everyone in the roorn. BY
nianipulating the children to believejn the darkness, Heathcote
has led them
to believe in the monster.
The silence-sound spectrum can be employed in
a variety of wayS to
heighten a drama. In the monster drama, when it comes time for that little
blond boy to threaten the victims, he senses that his voice
cannot do the job.
Heathcote asks him, "Why do. you keep'cbming around
our castle?" She
hands him a pi'ece of chalk. Enveloped in a rapt silence, he
writes in a very
large circle on the floor:

WANT TO
I LL YOU
Although he is not yet able to mbve.effecdvely from silence tO
sound, he has
grown inio'such a big monster in his mind that he can fill the silence
in that

classroom with a very.big threa't.
Tlp silence-sound spectrum lends itself well, to drame
z. about theft. One
class decide they 'want tO steal the qUeen. Heathcote first works
on the.looks
.Of the caitle.' The children tell hcr it is a big buihling and
the queen iS at the
secondwindow on the right; ivy grows up to'that window. The challenge
then
becomes, "Who can be quiet enough to cli4 upillatiivy?"It
is a contest Of
silence; the only sound is the queen's muffled scream.
Often Heathcote fmds it helpful to simplifya situation by deciding
to have

an event unfold in juk One of the three Ppectia. For example,
a group of

10-Year-olds decide to live in 1646 and to have something
happen 'that poses
--myitery. They, start the drama on the village green ,at noon on a summer day.a
All labor has.stoplied because the sun says it's time
to eat. They decide that
at that moment a coach should drive.into the middle of the
will stop, but nobody will get out. Thisis the mystery. They.village; the horses
then decide that
-the coach will arrive in sound alo-Ue. Most 'of.them
go back to believing in
their hinchtirne lethargy and their 'cheese and bread, while
one group goes off
tO build the right sound for that coach. In the slow struggle
to get the noise
right, the coach becomes real. When the 'Children play a'
rhythmical pattern on
sortie, coconut shells, everybody 'wows the loach jias
come into the.village
and is standing in their midst..That sound which has
beglin and stopped has
Silenced them all. They now believe the coadh, and ,are ready
to tentatively
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explo7c it. Inside, they find a sick man. They decide he has the plague, and so
are phoged into theater.
A group of fourth and fifth graders were doing a drama about building a
natim: V. hen one of their strong young men is Mailed by a mountain lion,
the community decides the animal must be killed. They set up an elaborate
lookout system, stationing them-selves at intervals around the room:One boy
it weak and
.volimteers to do the sOunds of the lion, but his attenqits cor

catlike: In order to make the snarling lion sounds effectiv.:, Heathcote
maueuvers with the silence-sound spectrr m. The hunters must watch in silent

guard :through the night, ever alert for a short, low, bird-like whistlethe
signal that the lion has been sighted.

t

.

Suppose you find yourself setting up the drama of Beowulf's battle with
Grendel in a n6isy, clumsy class. You may as well stp,.1 with noise, as
Heathcote did, asking, "What does a Viking do when he':, Occn out all day,
and he's hot and tired, and he hasthis steel helmet and steel breastplate on?"
The clagsWillmtirobably tellf6tThe takes them all off. Then you may say,
"Yes, and what a clatter of the shedding of the day that would be!" With this
response, you have suggested not only the action of remoVing the heavy
metal, but also the feeling of shedding the cares of the day. This is not to say
that the class will pick up on both, but bOth will be there in case they can
handle them. You say to this dm, "Make as much noise as you like in taking
Off that armor; meanwhile, I shall watch to see how you show that you are
weary." A child may be saying, "By gum, look at the blood on my sWord
crash!" as he flings it to the floor. Because you have planted a seed earlier,
you can stop all ,the clatter after a bit and say, "I see you are shedding your
arms, men. Will you now shed the day? Tell us what you really think. ShoW
me how You feel when you pull out that sword' and lay it dowit One man
might say, 'This sword 'has done a real battle today' and throw the sWord
down with force and verve; another Might wonder if this sword would ever be
any good to him since he failed in battle today." Then you can have the classshow their feelings as they pull out their swords. Heathcote chooses to lead a
noisy.dass into noise, because in so doing she is saying to them, "You can do
what you're good atbeing noisy and hofrter6us." After she has won them

through the noiw, she is ready to impose the silence. They won't have a
*Grendel come until the last sword is dropped and they ire in bed. Then its
growl can be heardand with a class of noisy ruffians, this growl will be a big
one.
On the oi.her hand,,with a quiet'class y6u Might start with a near whisper:
"I have a -feeling he will come ,tonight,idon't you? Let's.mark the place each
man will take foe his bed. Who will be near the door? How shall we choose?
Shall we cliaw lots?' Does anybody remember, does he take the first, or does

lie come forward and turn and take another?" TheNthe class will tell you
their vision of Grendel. There'll be no question.
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"He takes the sixth."
"Where is the sixth place?" They'll tell you, and.so you'll know where
they think the door is.
There will ,be no army yet, just, a group of men deciding what to do with
their swords when they sit down. "Can we sit quietly in our chain mail, or
will it creak?" You know the Grendel for this class will make a very little
noise in a very big quiet.
.
In the sme way, the spectrum Of stillness to movement can ha put at the
service of a class. The mobster behind the piano. might begin his effect by
leaving the stillness of his cave and striding around the castle, the only
moving
creature in the rif,ddle of a still night. If a whole regiment of soldiers are at
attention, the breathless messenger who runs in with his torch becomes the
focus of the drama. If, on the other Land, everyone is' moving, the sudden
still

one who enters and stands apart may ,-A-rest attention. If the pal is to
establish the feel of a ballroom, it might all be done with
movementwhirling
couples and elaborate bows to the king and queen. Then comes the moment
when all movement stops and . the prince stands to address the revelers,

holding one lone glass slipper in his hand.
Once Heathcote's goal was to make a shy, tall lad into the martyr Thomas
it Becket. She decides to use the stillness-movement spectrum to make something happen so everyone will believe. he's Becket. She tells the boy
to kneel

toward the front of the classroom as if it were the altar of a cathedral; then
she takes her own winter coat and drapes it around his shoulders. So
lie's a
kneeling, still figure at the front end of the class:She tells him he need only
stay there and pray. She puts him intto stillness and takes the rest,Of the class
off to the far ,end of the rood'. She whispers, "He's no idea we are hcre. how
far will he let us come before he turns aroundr She gets them
to make the
stamping noiie of knights in armor as they move toward the kneeling figure.
She knows 'that with all that noise behind him, the boy himself will turn
around without her having to tell,him to do so. Nobody with any sense could
help nuning around when 35 pairs of marching feet are 'coming up from
behind. At the point when this still figure turns, Heathcote's going to get

those noisy knights still and stop the drama. She has prepared for this

,

moment by marching at the front of the group because she knows that if she
esn't stop them,- they won't stop. In this particular group there are boys
who mirht go right on and try to strangle Becket. With the drama
stopped,
they can talk about the situaPion. Becket's at bay now iiien though he's
a
bishop. They all know it, and they know they-'ve come for him. They are in
the theater. Like a playwright; Heathcote
has structured the situation
dramatically so an emotional explosion must occur. She has deliberately set i!
up using the stillness-movement and silence-sound spectra.

You use these same spectra when you say to a group of kindergarten or
primary children, "I don't know what's in that box." Something says you
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must not let them all crowd up to it, or the experience cannot happen. They
have to stand back and stay quiet. Then they can exPerience the impact of
the tiny sound of a soft rustlin'g of newspaper inside that box.
HeathcOte employed the stillness-movement spectrum when she sel up
the drama of a police officer's entry into the gang's headquarters after the
attempted assassination of the President. The police officer comes in to find
the guilty person. All but he know who that person is: the man whO is wearing a second jacket over the checkered one the radio reporter has described
at the 'Scene of the crime. Heathcote makes sure that the gang members are
'sitting expectantly when the officer enters and that he comes in the farthest
door. Thus he has to confront all those faces -the moinent he enters. -She
dbesn't say anything to him about walking slowly; rather, she helps him
recognize what a threat the gang members are to him. She sets up the d.r4Ima
so he will feel this keenly as he walks through the long room and they waLh
his every move.. The stillness holds; he. is the only moving figure, methodically

going from person to person, never turning his back on any of them; caughr
tense in the danger he feels.
In the course of most classroom dramas, Heathcote uses all three spectra.
For example, if she is doing the capture of Persephone by Pluto, the drama
might begin with sound and movementthe voices and actions of the children
at play. Pluto arrives with thundering horses, with sounds and movements
unlike those of the children, and they are frozen into silence and stillness.,
Then Pluto and his captive might depart with movement of yet a different
quality and in an awed silence. Persephone's friends may leave the field in a
slow-paced movement unlike their earlier play; the silence may be broken
only by the sound of Persephone's weeping. Her jouiney to the underworld
. may be a change from light to darkness.
Heathcote uses these three spectra when she wants to set up a focus to
begin; when she faces a difficulty in getting the group to sense the dramatic
potential of a situation; when she wants to expose a conflici more explicitly;
or when she wan ti-to change the direction of. a drama. In every classroom
drama she employs the tools of.the theater: trapping a group into a partkular
moment, developing tension, and exploiting the three spectra.

13. MOVEMENT
In addition to playing the spectrum from stillness to movement,
Heathcote
evOkes a wide range _of nonverbal experience whenever she feels
it can elicit a

more meaningful and profound participation than she could get with verbal
exposition alone. She gets classes to live through an experienee without
using
words in order to develop a kinesthetic Sense of that experience,
a rhythm of
the act that' builds from the inside regardless of the
way the process may look
to others. All of her dramas have a significant nonverbal part. For example, if

her goal is to help :children' feel the enormous burden of
settling in an
inhospitable land, she spends what may seem to observers an inordinate

amount of time lifting heavy iinaginary rocka and stacking thein into
a wall.
The process may go on relentlessly until the children
ire actually puffing
from the exerfion. Only then will Heathcote stop' ihe
coMplaining in
role that her hands are bleeding and her feet are aching inwork,
this cold. :
Inladdition to eyoking the nonverbal, Heathcote consciously employs it
herself, sending out to the class very precise and intended nonverbal signals.
She calls this "going into the movement area";
to avoid confusion with the
stillness-movement apectruM,1 shall speak instead of "nonverbal experience."
The great advantage of a nonverbal approach is that it
stays at the
universal level of understanding. It introduces a class to holistic humip
experience that words haven't yet broken up.* MOvement gives
you an entree
into the universal, but you need language to explain what the
experience is all
about. This is why ballet programs are so full of explanatory materials:Movement alone cannot explain Why, and we live in a heavily verbal culture where
not to know the drift of something, not to see it in terms of
cause and effect,
is to, feel at a loss. For example, dance will
very graphically show`you the
killar'Ind killed in a single flash; the feeling is effectively
and economibtilly
portrayed:'However, only wOrds will give yon a profound
insight into why,
this act took place.
Movement will tell you that Pin tired, that I'M old, that I
burden, that I feel helpless to cope, that I'm waiting, 'that Pm carry a heavy
patient, that
*See the next chapter; "The Left HanC1 of Knowing," foi more on this.
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I'm poor. However, to. tell you in a flash the why of all this,you need words.
To do it in Movement would take a very long and complicated ballet.
nonverbal

verbal
t*:

Why?

have cleaned
offices all day.

tired

Why?

'am 48

old

am taking home a
load of groceries'

carrying a heavy burden

my children keep
running away

helpless

Why?

for a No. 9 bus

waiting

Why?

I love my children

patient

Why?

widowed

poor

Why?
-

Why?
.

.

..

...

.

.

The crucial thing to know is when it is more efficient to use the nonverbal
and when it% better to use the verbal. No teacher need ever feel terrified of
using either.

.

To Heathcote, it's anathema .that a person can say seriously, "I am a
teacherof movement only" or "I am a teacher of words only." Everyone who
is breathing is quite.capable of teaching both, since everyone 'uses both all of
the time, whether consciously or unconsciously. Heathcote is opposed to the
artificial splitting up of movement'and words, .and in training teachers she
works simultaneously.on the development of both in each student,*
Not only do all teachers use both verbal and nonverbal experiencing and
signalling, but so -do all children, beginning long before they come to school.
They learn to read nonverbal signals sooner than verbal ones. Heathcote uses
this example: "If I'm standhig with my daughter trying to indicate that if you
don't come really soon tiow, you'll have to walk two miles to school, I might
go very firmly into movement rather than words: I'll take up the car key, get
rny-bag, put on my coat,and say .by every nonverbal means I know, 'Now,
Love:or else you're walking.' " We interpret the "doing" things..much more
deeply than the "saying" things, becauk as children all of us have depended
*See Chapter.19, "Teacher Training," for the types Of.exercises She uses.
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for survival on reading nonverbal signals rather than listening to what someone is saying. To avoid trouble, a child must recognize that the sparks are
'going to fly any minute; so the child learns to read the nonverbal signals
most
'swiftly. This ability is oneof the great strengths children have. For this.reason

Heathcote frequently moves into

a

role so she can communicate

simultaneously with both verbal and nonverbal signals, the latter play right to
the children's strength.
Heathcote diagrams the two ways of experiencing and signaling this way:

Right handll'ords

Left hand=Movement
nonverbal understanding

verbal knoudag

: the most- I-

casual-----unselected
I speech

abstract
language I

i
I
1

I-

casual I
gesture,
such as I

11

I "Stop!" 1

I

1.

I

i

I

1

'I

I

I

I

I

I

I

I

I

I

II

I
I

I

If!

I.

I

the most
abstract
i dance

I.

I

I

I

I

I
I

On the basis of her goal in the drama, she, selects a mode somewhere on this
scale from verbal to nonverbal. The furthcr to the right hand of
the figure she
goes, the deeper she is into highly selected and Compacted verbal experience.

At the extreme did is the most economical and abstract of the
verbalthe

language of lyric poetry, from haiku to sonnet. Here words say the
most they
possibly can and need the 'fewest nonverbal signals. An experience is
rendered
in as completely verbal a mode as possible. The further she
goes into the left
hand, the more stylized become the'gestures. The communication of
a mime
like Marcel Marceau through highly selected -and stylized
movements belongs
far to the left-hand of the figure. At the extreme end of the scale is the most
abstract dance form that can exprcss the essence of an experience through
the
most refined movement.

In an ordinary social

environment, each of us is a blend of verbal and nonverbal experience. Children 'rend to be more nonverbal than adults. In
Britain,
Heatlieote knows, she lives in a society that relies heavily on the verbal and
is
not given to extravagant gestures. The average English person views her
or his

body as an instrument primarily for getting about,
so the English have
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dcveloped a wider range of verbal than nonverbal expressions. For this reason,

Heathcote often concentrates on training British teachers to expand their
range of movement. She has a quarrel, however, with teachers of movement
or drama who do not see the importance of moving back and forth between
the verbal and the nonverbal. To isolate movement from words is to set it
apart from other experience and thereby make it artificial. Every teacher must
move back and forth along the word-movement scale.
Because most children find a nonverbal response easier than a verbal one,

Heathcpte often sblg up a 'drama so that the class can respond by action
rather than words, at least at first. She will say to a shy King Arthur.at his
banquet table, "Will you give the best pieces of meat to your most gallant
knights?" This lets him show in geSture what he may not he ready to say in
words. Your task as teacher is to hone your questions so they evoke a
response, in the mode you are seeking. If your goal is to lead into movement,
don't ask questions that require language. Also, your goal must always be to
lead in such a way that the drama progresses. Heathcote never reduces movement to a meie exercise that is just a way of practicing for the drama. IL is
always a part of, a way of proceeding with, the drama itself.
Heathcote's response to nonverbal, drama is the same as to the verbal. She

will often stop and ask the rest of the class to watch as one child moves.
"Say, look at this one! What a marvelous thing you have said with your
hands!" Thus she upgrades the nonverbal statements, showing all the children
that they can say things without words. She works to build an experience, like
a verbal expression, from the inside first: she captures the essence before she
wort ;es about what the on tside looks like.
Movement stays with. the whole and stays in the present; it takes longer

than words (to rush movement is to destroy its power); it demands a commitment to 'struggle that the verbal often does- not; it gets at a deeper
understanding. The essenc e. of a funeral may be slowly picking flowers to
c. strew on the casket, or it may be marching in a deliberate procession through
the center of the village. In either, the essence is ritualistic movement, a
patient, slow taking-in of experience.

To get at the abstract quality of a rocker, you don't start .by worrying
abOut whether you are showing zuy nr.stion. You think about the es6entia1
quality of a rocket and stop thinking about the fact that you have arms and
legs. You may decide that the essence of a rocket is the- steady thrust of
power. if you concentrate on-feeling that, you won't worry about what you
may look like on the outside.'

If a drama calls for falcons, as it may if it is set in the Middle Ages,
Heathcote's instinct is tcr use the nonverbal mode to set up the mews where
they live. She needs to help the class establish the essence of birdness. What
stance do you' take on the perch? How do your eyes move? In what directions
will your head move? How do your claws look on the perch? What can you
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do with your body to show that you are a highly trained, proud, predatory
bird? How long a chain must I give ,you so you won't hurt one another? The

responses that come will be nonverbal.

After the children have set themselves up mimetically, they can move
into a moment in the daily life of the, mews. What alliances or friendships are
there among the chained birds? How can you show this without words? How
do signals pass among falcons? What sounds are there in the night
when no
human hears? Is there a hierarchy among birds'? What determines
statuswing
span, beak, hunting skill, Oower in flight? How does your supremacy show?
Once the children are into the power element, they
are nearer dance than
mime. They will start to glare and peck at one another. What happens when
you are unchained and free? To get flight, the children- will go into an even
more abstrad movement, to express flight's essence in a dance. It may help to
talk a bit about the nature of a feather. The tail and wing feathers
have a
strong center and firm surface. The feathers under the breast are soft and
downy.. What do you do with your strong feathers asyou prepare
to fly? To
answer this, of course, is to move into dance. The class may find that they are
no longer birds buf rather flight itself.
Once a class is into abstract movement, the dance of flight,
you are close
to sculpture like that of Michael Ayrton. You might then" open a &or,
ironically enough, into the extreme opposite end of the diagram, into
abstract
poetry. You might.take the class from their experience of abstract flight
and
say, "You understand flight, and you have made others understand it. You
are like Icarus and Leonardo da Vinci, and the Wright Brothers. Now listen
to'
how 'this man has captured flight's essence in 16 lines of poetry." The-most
abst-act of movement "can thus be shown as akin to the
most condensed of
langu age.

Heathcote acknowledges the influence of Rudolf Laban, the seminal dance
theorist and teacher who provided the intellectual foundation for the development,of modern dance in Central Europe. Laban was intriguea by
the various
movements of the human body and formulated a system for categorizing and
recording them. His work influenced not only dancers btit teachers of
movement as well. He provided a language for describing the different
textures or
-qualities of various movements.

Rudolf Laban pas born in Bratislava in 1879 and studied dance, drama,
and theater arts in Paris, but hiS interest in,movement began in his
boyhood.
His father was an army officer, and as they moved from place
to place he was
able to study not only the patterns of life in countries bordering Czechoslovakia but also cultures in Western Asia and North Africa. When he was_15, he
was profoundly moved by a sunrise he saw while walking.in the mountains.
He felt the urge to express his feeling, -so he danced. As
a result, he began to
wonder Aether different cultures caused people to have different
movements
in response to common or similar experiences. He finally
concludea that
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they didn't, that the elements of movement are the same in all cultures, that
each movement is made up of One or more of eight different kinds of effort:4

1. Float
2. Glide

5: Dab
-.6. Thrust

3. Slash
4, Wring

7; Flick
Press

Earl of these kinds of effort has a characteristic tempo, direction, and degree,
of weight. Any movement can be suddcn or sustained, direct or flexible, and:
heavy .or light. Direet movements are made toward a target; flexible ones have
no specific aim.- The eigiit kinds of effort listed above can be characterized
this way:.
TEMPO

L Float

.._

-sustained,
2. Glide .sustained
3. Slash sudden
4. Wring sustained
sudden
5. Dab
6. Thrust sudden
7. Flick
sudden
8. Press
sustained

DIRECTION
flexible

direct

DEGREE OF WEIGHT

light
light

flexible
flexible

heavy

aired

light `

direct
flexible
direct

heavy
light
heavy

heavy

Each of us has our own movement style, made up of a combination of
kinds of effort..It is important to be aware of your movement style so that
you can consciously work to expand the range of kinds ofeffort you use. If
your tendency, like Heathcote's, is to make quick, direct, _and light movements, you will want to develop movements on the other ends of these scales.
Certain kinds of-movement typify certain cultures. If you want to get the
essence -of the Egyptian, all your movements should be direct, to reflect the
style of life and architectitre that we associate with the culture. A
characteristic movement shown in EgyPtian sculpture is the direct movernent
with the right arm and the right leg working together; this is an aggressive

movement. Turning the face to the side also seflects a characteristic. of
Egyptian sculpture. If, on the other hand, you want to capture the essence of
the Greek, use the right arm with the left leg; this movement is much less
aggressive.

Movement can be a way to get the mentally handicapped to respond in a
new way. If you are working with mongoloidchildren, you will iry to find.a
way to break through their characteristic movement, which is heavy and slow.
Heathcote once put a little man under a table to get a group, of mongoloids to
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stop making so much heavy noise with their feet. Thelittle man was

frightened and would not come out until they rose on tiptoe.'
Theater, dance, and movement training all help you move into the nonverbal mode of drama. They help you know where you are in space and how
you can move in order to create a nets, dimension in the drama.
Movement gets at what you cannot state verbally. It produces what all
persons hold in common. It also produces all the rituals of a culture. Move-

ment gives you more than one image at a time; it is not linear. Like

photography or graphic art, movement brings you juxtapositions and relationships that explode into new revelations.
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14. THE LEFT HAND OF KNOWING

-

- Dorothy Heathcote is not out io cleanse experience of its bewildering
variety or mystery. She reminds us that the information available at any given
moment is never neat or linearit comes at us in a swirl of images and sensory
data. In this chaos Heathcote discerns-structure and pattern, but always the

structure is subject to transformation in the next moment. She relishes the
possibilities available in ai.y particular situation and thrives on the dynamics
of subtle changes in relationship.
Heathcote is not tending a fenced-in garden of "right-handed" knowledge.

Instead she is always leading an expedition into the wilderness of the left
hand*-ra region, where interrelationship is what matters, where everything
grows together, living in terms of, taking accouni of, but not destroying
everything else; where there is no distinction between weed and flower,
useless and useful.
The fiction of-academic orderliness', the notion that information should be
-

presented in only an isolated, linear, right-hand way is something Heathcole
solidly rejects. This kind of information is not all there is; it is not
knowingunderstanding emotionally as well as intellectually. It denies the'
richness of our experience, buying a "tortured orderlinets"" at the expense
of wholeness and subjective reality. Linear thinking takes the world apart and
outlines it. Left-handfni knowing takes it all in and makes of it a synthesis, a
vision of the whole. Although the vision is synthetic, the wholeness is not a
fiction: it is the nafure of reality. "As proclaimed in a space-filler in The Last
Whole Earth Catalog: !We can't put it all together: it is all together.'"

*See Bruner, Jerome S. On Knowing: Essays for-the Left Hand. Cambridge: Harvard
University. Press; 1962. 165 pp. This book has influenced Heathcotes analysis of the
way her own mind works.
**Meeker, Jcatph W. "Ambidextrous Education, or How Universities Can Come UnEkewed and Learn To Live in the Wilderness." The North American Review. Summer
1975. This article provided a provocative framework for assessing Heathcote.

.

The passage citing_The Last Whole Earth Caialogis also taken from this article.
.
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Joseph W. Meeker reminds us that university education, skewed to
. right-handed thinking, is often confusing because it relies on only half of the
human brain. He refers to linear, right-handed thinking as func tioning with
"the left half, of the brain" because the left half of the brain controls the right

side of the body. The right hemisphere of the brain synthesizesit affects

.left-handed knowing. He notes that most university scholars today

are found to be overwhelmed by the abundance and complexity of their
pursuits,: ..Facts are everywhere; but they fail to come together. Perhaps
that is inevitable when minds are confronted with as many new questions
as our time provides. Linear factual knowledge must accumulate in the
labeled bins of the left brain for a long time before its integrating threads
can be woven together into a colorful v:Ionc cloth by the right brain.

The trouble is that education, hooked as it is to linear functions, fails
to encourage rightbrained weavers. Balanced mentalities are easiest to find
among .those who have never attended universities or who have recovered
from their influences through several years of post-educational living in
larger contexts. By denying higher education to some peoplewomen,
racial minorities, the poorwe have managed
to keep their brains
[lefthanded knowing] in working order, even though they may lack status,
power, or adequate learning. The left brain's dream of social unity arising
from universal higher education has never been realized. That may be the
luckiest break we've had in recent centuries. Those who
are innocent of
universities and those who.have convalesced from their effects
are perhaps
the best hope for the future of higher education.*

Dorothy. Heathcote is one such person. Donica by poverty the mixed
benefits of a university education, she is endowed With
an insatiable curiosity
and a capacity to open up for herself vast vistas of aesthetic
and.historical
experience. Heathcote has used both halves of her brain unceasingly
to take
in truth in its myriad manifestations.
I have never seen her isolate or deny any part of human
experience. For
example, when her daughter was born, the baby became part of Heath-cote's
professional life. Graduate students, male 'and female alike, fed the
baby and
walked beside the pram as they had their tutorials. As the baby
grew, she was
invited to join the groups of children in Heathcote's drama
they- were in England, America, Israel, Hawaii, Australia, sessions, whether
or Canada. Sometimes Heathcote's husband was on vacation an.d could acconipany
her and
entertain their daughter during classes. The rest of the time,
little
Annand one of her friends as wellconstituted part of the experience Mary
of-the
class. Heathcote felt no conflict between her roles
as motheiand lecturer, so
neither did bei students. When a lecture was interrupted by 'Did
food, Mummy?" she would stop to put her arm around Maly you bring the
Ann and assure
her that indeed she had it in her bag.
v. 45.
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For Heathcote, everything that the huMan race knows now and has ever
known and believed to be true exists side-bY-side in an unsettling tension and
ambiguity. Because she rejects nothing, she views the knowledge and myths
of our age in light of those of the past, and vice versa.

An example of this approach is the way she intrOduces a group of fiveyear-olds in Hawaii to two kinds of truth. They have been studying about
holescaves, cavities in teeth, holes in the road. Heathcote dec:ides to go from
there to volcanoes, placing the scientific and the-mythical side-by-side. She

considers this an efficient way to learn that modern man has a scientific
explanation for these manifestations, but that ancient man had another
explanation. She knows the scientific truth will-lie-the one these modern
youngsters will go away believing, so she gives the Hawaiian guardian of
volcanoes, the Goddess Pele [Me], the stronger signals by having a 17-yearold student dress in the role. Heathcote meets with her before the drama
begins and tells her the stories of the Goddess. Then she hands her two saris,

_

onered-and-one -yellow_o_whatyou_can_to _make yourself- into the
Goddess Pele." She has her daughter copy in a child's printing 14 different
letters to the Goddess, such as
Dear Goddess Pelé,

When your hot ash falls on our fields, think of our hard work in the sun.

Your faithful people
Dear Goddess Pele;

When the molten lava flows down into the valley, remember our Houses
lie in your path and spare theni.
Dear Goddess Pele,

When you make the sea boil with your not ash, remember we need the
fish.
Dear.Goddess Pele,

Thank you for the new soil you have made. Please remember next time
to give us warning that your flames are coming.

If

She rolls up these letters and gives them to the student who will be the
Goddess. Then she mee6 with the children. She has seven cards, each with
one of the letters of the word V-0-L-C-A-N-0 on it. She sits down with the
children and says, "I can't seem to make this into a word at all. It doesn't
sound right no matter how I put it." So the children help her; they arrange
the letters different ways and 'decide it says "volcano," but they stilleannot
spell ii They keep working at it for half an hour, all the while talking about
what, a volcano is and what makes it 'form.
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At this point the Goddess Pele:comes storming in, looking all frizzled. Her
leet,are covered with ashes, end she has Soot on her face and arms; she looks

.

as if she's been in the.firjust a bit too long. Ge.sturing'with the bundle of letters.in her hands, she shouts angrily, .!`Are you. the people who keep
-sending me these letters? I haven't time to be reading these all the time.
You've no ideas how hard it is being the Goddess bf all that lot!" She sweeps
her hand back towards the door she entered.
All the time, Heathcote is giving the children the scientific explanation for

volcanoesfor example, "It's caused by

crack in the earth's crtist." Pele

interrupts with; "Of course, it's a crack in the earth, but where do
you think I
coMe in? 'Cause I'm real; look, you. can 'touch pie. The story about volcanoes
is about me." The Goddess lives in the classroom all week while
the children
see a film of the 1972 eruption, make a model of a volcano, draw a diagram
of the earth's layers, and learn dacts. The Gettdtss Pele:stays
disgruntled.
"Have you anY idea how hot it all is?" she asks. The children
give her the
--,---answer-in-degrcesThurthe-G-oddess gives them an answer- in story. The two
kinds of truth live simultaneously; the children ekperience both.
Heathcote
wants the class not to find them incompatible. The left hand of knowing
can
encompass kith, for nothing is untrue if people have at some time believed it.
Both the seientific and the prescientific are attempts to make sense of the
mysteries that surround us. There is no need to sort out and
'reject part in
- order to make sense of the whole. Both worH views are part of whaeit
means
to be human.
Heathcote's instinct is to keep_ the forgotten language of image
alive and powerfuhas she sets .it -.nex t to scientaic facts, which and.dream
'must then
withstand the pressure of the, old truths. A high school -student assumes the
attitude of a modem scientist delivering a lecture
on 'forest ecology to an
assemblage of learned .colleaguesa.id ;ri walk the Druids, dressed
in white:
They challenge his truth' with theirs, which is based on their observation,
exPerienee, and belief.

^

In another drama, an Amer4can'. researcher is phoMgraphing
the sun.
Prometheus enters, asserting that. he was much more daring bdck when the
wdrld was newhe stole fire frfsm' the very hearth of
the gods. In the
dramatic confrontation, students are pushed to weather ambiguities,-to
carry.
incompatibles 'side-by-side. Heathcote reminds us t60 we must be:able
to Hire in the worlds of both the scientific right hand and
the my thical left
hand. We' must he able; as she puts it, "to be :bi-real."
Heathcote deliberately seeks contraries, believing with William
Blake that
"Without contraries there is ni) progression.'"' By.
presenting
scientific,
verifiable,

objective .truthwhich itself leaves out Muchalong with a

contrary view, Heatheute iiiakes progression beyond _the
present truth an
available option.
*The Marriage of Heaven and Hell. This passage occurs in the
Argument.
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In piesenting the above examples, I. have implied that Heathcote presents
just prescientific truth in a left-handed way. This is not the case. Whatever the.

material, Heathcote triei to get inside it, into the left hand of knowing. For
example, if 'her goal is to help students understand the commitments and
tensions of the scientist, she will ask: them first to assume the mantle of the
scientist. They are simply to ty to see the world the way a scientist would
and to take on an unsolved problem, as any practicing scien tist must do. One

group of children decided thak as scientists they wanted to take on the
problem of drought in the Sahara desert. In their roles, they-discussed the
problem at length. They finally decided that if they could blow a cloud down
to the north part of Africa, they would stand a good chance of making rain
by seeding it there. So the problem they tackled next was to design a giant

fan to blow the clouds from Europe down to the Sahara. They had to
determine the height of the clouds and the intensity of the sun at that _
attitude, then find a metal that would withstand that intensity. They
consulted science teachers, textbooks, and encyclopedias to find out what
substance would be best. One girl found herself arguing, for example,
"Asbestos is no good; it's not strong enough.".

Too often, educators assume that Children do not know enough to do
anything about such a massive problem; the truth is that no one ever knows

enough to tackle something that has never been done before. The most
knowledgeable scientist in the world is not different in kind from this group
of,children; both can only guess at ways to proceed and sort them out by trial

, and error until they hit on a new way to solve a problem. By tackling the
challenge of the unknown and previously unsolvable, children in drama
function as scientists, experienscing the feel of the role and thereby left-

.

handedly understanding something about the drive for information that must
necessarily impel a successful scientist.
Often Heathcote is not sure just what the children will actually experience;
her goal is simply to get them into the left hand and see what eomes of it. For
example, when she was teaching a groug of about forty adults in Hawaii, she
asked them to wear deep, soft colors and to arrange themselves together in a
shape that they felt to be a giant tree. The tallest are in the middle, and the
others are entwined about them. In the middle of the tree Heathcote hangs a
bright shawl with a naked doll the size of a human baby cradled in it. The
tree then begins to rock slowly, while the adults softly sing, "Rock-a-bye
Baby." Heathcote's only instruction to them is not to let her get the baby.
This is the scene a group of mentally handicapped children face when they

enter the room. As the tree sways and iings, Heathcote says, "That's my
baby. Would you like to sce it?" The children nod, so she reaches out and
tries to get the baby. As she does'so, the tree swings the baby up out of her
reach, hissing. The sound is, "Rock:a-byeSSSSS!" whenever she reaches for
the baby. The children have a problem to solve. "I thought when I put the
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baby in the tree, it'd be safe, and it 'm asas long as I didn't try 'to get it
back," Heathcote says mournfully. So the children, who are actually quite
little, muster. up their courage and venture into that tree to try to get the
baby. They get roraver and braver and beckon Heathcote in, but she says she
dare not come into the tree. They assure her it's safe, and she goes into the
tree with them; and they all are rocked gently with the baby. Finally the
children decide they must chop the tree down. to get the baby, 20 they take
on the formidable challenge of hacking down all those adults. Then they let it
gm* up again. to these Hawaiian children,.this is a banyan tree with all its
'entangled roots above the ground.
When Heathcote uses this' with a gralp of older retarded children, they
decide, "You-can't chop this tree down, because if we do that, where will we
get our fruit?" So they woo the tree; they find its spirit in the trunk. It
speaks to them. They say td the tree, "DO you realize what you are doing?

It's.not a bird, it's a baby." So the tree gives up its baby and mourns because
it has no child now. The question then becomes, "Dare we give the Laby
back to the tree?" They finally decide to lend the tree the baby as the tree
lends its fruit to them. As Heathcote admits, this drama has a ienter to it that
she doesn't understand, but it has something to do with people's needs and
plants' needs, nurturing and wanting giving and taking. When she has tried it
in mental hospitals, the doctors have been verY excited because it has touched

on something the children have a meMory of but very little experience

with7the maternal.
Let's look at one more example. I watched Heathcote deliberately lead
a
group of five- and six-year-olds into the left hand or.e hot ily morning when
they were doing the drama of the orphanage;4: Supper is
over, and it is time
to go to bed. Ileathcote has laid out pieces ot colored
paper, one for each
child,' in a large horseshoe. shape. Here, she tellsthochildren,
are their beds.
Then she asks us adults who are watching to take places at the heads of
the
beds and be their guardian aneels. Our first laskis_to_wthe_the.-ehikirefi29-7
names on their beds. Then Heathcote tells the 'children to arraisge their "
angels in the position they wanted them to be insitting
or standing, and in a
particular Posture.
After the children have positioned their guardian angels; they
stretch their
warm 'bodies against the welcome coolness of the stone floor of the
vaulted
church hall where the drama is held. The humid summer morning is
transformed into a stilled bedtime in a strange house: sighs,
a few faked
snores, then giaales. Heathcote pulls them back into the
sense of darkness and
night: "DOn't confuse snoring with sleep. As you sleep, should
I.; sing?" She
lights a large, real candle; sets it on a table, and sits beside
it in a chair.at the
'open end of the large circle of beds. She begins to slowly
puli a needle
*Described in Chapter 9, "Withholding Expertise:"
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through some imagined material, yp and away, as she rocks back and forth.
Softly, she begins a bedtime song: "Good night to all the little stars; Good
night, sweet moon so high. . . ." The snoring dies away. The 'children stop
wiggling. The hall is quiet except for Heathcote's soft and soothing song.
Then she muses, "I wonder what all those orphans are dreaming of? Will
the guardian angels bend low and listen to what the children tell them in their
dreams?" She continues to hum the lullaby, the angels bend bw, the children
smile up at them, and a few start to whisper their dreams.One remembers the
happy

times when her father and mother were alive. Another sees

Frankenstein's-monster corning out of his grave and jumping on people. One
-girl is a queen welcoming visitors; she thinks they are her friends, but she isn't
sure. Her guardian angel asks whether they are her pretend friends or fier real
friends. She says, "Let me go ask them." She lies back down and closes.her

eyes. Then she openi them, saying happily, "They're my real friends!"
Another one sees the orphanage burning down, but the endless corridor and
ghosts are still there. One girl is in a field.of flowers on a spring day, and it is

very cool. She pauses a long time and then adds, "I wish it were winter
instead of summer. I had my Mommy and Dad then." So by slowing the pace
and letting the children,dream, Heathcote gives them a chance to identify with'
orphans.
After the dream telling ends, Heathcote says softly, protectingly: "And so
the orphans-sleep their first night in the orphanage, and the candle burns all

night in their room. It grows quiet and very still; even the angels sleep...."
Thus it is that into our fact-flooded psyches Heathcote comes splashing
with her left-handed paddle. She's headed for a truth where mere facts are not

what matter, for the deep knowing that makes information come alive, for
experience that breeds energ. Her adult students are moved by the felt truth
of her work and have become committed to develdping their own left l'.anded
power.
Heathcote's wilderness beckons. One nine-year-old summed up the feelings
.

of many of us. He and his classmates were journeying back into time on an
imagined Halloween night, and they became 'frightened. Heathcote said with
concern, "Should we go forward, do you think? I feel very responsible for all
our safety." "YeS," came the boy's strong voice, "We must go forward now
to find out all there is to know. We owe it to ourselves."

15. CLASSIFYING DRAMA

As a drama is proceeding, Heathcote can classify the various responses she
is getting from the class according to seferal different classification systems.*
One of the most useful is to analyze student responses in terms of their mode

of expositionin terms of the way the drama is projected. All dramatic
projectithis can be located on a continuum from the most "classic" or highly
stylized to the most "domestic" or casual. A new dimension of experience
can be very quickly reached by shifting from one place on this continuum to

another. As a teacher, you want to achieve the% utmost flexibility
of

projection, so that 'you can change 'the face of the drama at any point where
you think this would bring a new souree Of energy and awareness. TO be free to classify at all, of course, you will haveto phase
out of your
consciousnessas much as possibleany evaluation of student response. If

you are busy rejecting what the students give you, you haven't the
perspective to classify and find a way to put their input to use.**

If a class has great trouble believing and are in fact tempted
to laugh
nervously, you can sometimes help their belief by deliberately, stylizing
the
actionmoving the drama from the domestic to the classic. You might
do this
by entering in a stereotyped role such as the prison guard, the
judge in court,
or the conductor of an orchestra; thereby you will require of the students
a
stereotyped response that will serve to get them into the drama. All
you have
done is take the dramatic net in which all are caught and
cast it into a
*As we noted in Chapter. 8, "Dropping to the Universal," one Such system is
to

classify according to implicationi.
**This has been discussed in Chapter 7, "Building Belief."
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different watcr, into a mode where the demands and potential are different,
though the goal of the draMa may remain the same. If ihe new water,into
which the net is dropped is a classic rather than a domestic stance, a more
highly stylized and carefully selected gesture and behavior are appropriate.
The classic mode calls for, the most economical and effective expression
possible and for a projection that is larger than.life.
To most teachers, the domestic-mode looks easier; it is casual and akin to
everyday human relationships. Although it is' the mode most Americans
choose for nearly all of their daily affairscertainly for their. marital and social relationshipsit is actually the more difficult mode to get into, because
it demands great, belief. In this mode, gesture and language are not consciously selected. (At the unconscious level there is no such thing as a completely unselected or random gesture'or word, however.)
If a class-is doing_a_drania_about airibe showing their young how to carry

on the traditional procedures of work, the tone of the tribe member may be
casual: "We take three- buttercup leaves and grind them with this bone
. . . ." This casual tone may, be hard to sustain because all of the familiar
gestures and words are available. Ironically enough, the very limitations
imposed by the classic tend to free the participant. Because so little can
be chosen, the act of choice itself is easier.
In the highly. stylized classic mode, posture is detcniiined by the role;
gestures are dictated by a stereotyped norm; actions are based on a cultural
expectancy; and even tone and diction aie prescribed by precedent. This is
not to imply that the classic is'always formal or stiff. Rather, it is stylized;
stereotyped; stated both verbally and nonverbally in the broadest, highest,
and most blatant fashion. A cardinal in procession to the altar is in the classic
mode, but so is a first mate shouting, "Come on, you lubbers! Hoist that
mainsail!" or a seated, humble beggar stretching out.a hand for alms. The
classic simplifies experience; one characteristic is heightened at the expense of
the complexity of human feeling, thinking, and behavior. What is gained by
the classic is a clear, clean look at one quality, one aspect of experience. What

is lost, of course; is the ebb and flow of human feeling and mood, the
oscillation and complexity of ordinary human responses. If this latter is what
you are after, the domestic mode is the more approp.riate; if the quality of a
single stance is what ybu wan k to examine, choose the classic. Young children
have trouble making sense

of complexity because their capacity for

abstracting into categories and concepts is limited; tIley find in the classic an
ordering and simplifying that they much need.
Slereo typed characters frame a quality before children have a concept or
word for it. Not only young children, but also older students with little or
no drama experience find in the classic an easier entree into assuming a role.

Even if the role is unfamiliar, the classic stance imposes a structure and
dictates a style. The discipline of stylized gesture, action, and language limits
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and, at the:same time; frees. When Heathcote uses another person in role,*
she ,sets that perSon up in the classic mpde, not only to simplify the
attitude
the one-in-role is to project but also to simplify the signals so the class can
respond more easily. The classic mode projects a more powerful signal than
does the domestic.
1 first experienced the classic stance in one of Heathcote's classes when we

were asked to use as our frame, or limitation, a chessboard; we were to
assume the roles of chess pieces and in those roles improvise a drama. My
previous experience in theater was virtually nil, and the idea of actually:
"acting" terrified me. However, the- command to
assume a stance on the
che%board sounded- simple enough,' and before I knew it I found myself
stretching up to a posture both regal and stiff. I stood poised
as one of my

classmates, placed an imaginary crown on my head; I held out
my elbows to,
sustain my royal garments. Behold, I was a rigid chess
piece queen, ready to

attend to the demands of the role.
I could move rapidlyand in any one of eight directionsacross
the chessboard we had drawn on the floor. I could capture
any opponent On contact. I
was very proud. Only then did I discover that I was continually blocked
by
the other pieces on my sidemy own people. Only
a they chose to move was
I 'granted power; I could not run them down. I was limited by one of the
most rigid of all classic stancesthat of a mere object in a game with timehonored and inviolable rules. The very limitation had plunged me, quite
without my trying, into a new area of awareness about the restrictions
a head
of state faces.

In my case, the imposition of the first Big Lie plunged
me into a classic
stance:In. some other instances, it is the participant who chooses
this. mode. I
have seen students choose a classic stance within what is otherwise
a very
domeitic drama in order to help tl)emselves to belief. Once
a group' of junior
high students were taking on the roles of members of
a primitive tribe. One of
the girls stretched herself up tall, limited her gestures to_the_most_stylized,
andbegan lifting the water pot from her erect head and
pouring it into her
bowl, without any random movement or idle chatter.
Everything she did had
an order and concentrated respect for form. She moved quite
intuitively into
the classic mode to capture the essence of the tribal task
and its significance.
Her choiCe led her into belief and into a sense of the primitive. Her whole
body expressed her isolation in a personal experience
as she cOncentrated on
precise gesture.
Although the classic

seems simple as a way into drama,
mode thit demands the greatest discipline over the long it is actually the
term. One simply

may not drop back into the natural and normal for respite.
The press for style
and form is continuous, and to susrain it requires
great
concentration
and
control. The classic is always larger than life
and more highly selectiie in
*See Chapter 11, "Using Role in Teaching."
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gesture, tone, posture,: and .language. -In most groups, no matter how

compellingly the drama may.,cry' for the stylized, there will Ilways be some
students who simply cannot stiStain the .classic mode for more than a few
minutes. This few minutes, howv\er, is enough to turn some of those who
usually just mumble into eloquent s'peakers.
In eVery drama I:..have seen DorPthy Heathcote lead, there ir at least.one.
moment when she moves into theclassic in order to upgrade and give dignity
to what the children have done. For example, when a group of sixth and
seventh graders have spent 'most of an hour as the members ofaa Primitive",

tribe going through the first.activities of the morning, she callS them all
together to share what .they have been doing...She doesn't jnst .Say in a
domestic language, "Let's all come over here now and telI,what we've °been
doing," even though it is in the domes tic.mode that most of the youngster's
have been working. Instead, She sets a tone of dignity by lifting the language
at the same time as she calls them together: "Can we gather now to tell the
essence of the.morning?" After they move to where she is kneeling by a big
drum, she says. slowly, "For me, the essence of the morningthne is arising
early to see the world anointed by the sun. I feel myself anointed by the day.
What is the essence of the Morningtime for you?" One-child; still clearly in
the domestic mode, ventures, "I start getting the food ready."

Heathcote repeats slowly, upgrading:a little, "The'inorning is a time pf
preparation."- She goes from child to-Child, asking, "What is the essence of

the Morning?" Before long, the answers are taking up her language and
serious tone: "a tithe of preparation"; "a time of sharing food"; "a time to
watch the wild creatures wake up from their sleep"; "a fresh, happy time"; "a
new beginning." Heathcote r4er,ts ela response, even if it is itself a
repetition. The, answers4nove slow'.'y from descriptions of what the children
have been doing to descriptions of the mood of the time of day. The children
begin to pick up the classie style, lifting their language, slowing their pace,
and deepening their tone.

The further- removed is the dramatic materialthe further in time and
place from the present condition of the classthe easier it is t9 lift it to the
classic. The closer the material is to the present condition and real
circumstances' of the class, the more likely it is that the youngsters will work
in the domestic mode. Every child has some relatioship iith the material of
the drama, and that relationship can be /ocated somewhere on the continuum
from the highly selected (classic) to the unselected (domestic).

. For example, when Heathcote was working with a group of adolescent
boys who were actually, in prison, they chose to do a drama about prisoners
of war. The prison camp would move most groups of youngsters into a classic
me be'cbuse of tht. d;: ;Ince from their own experience the setting would
providc. However, to these boys, already in prison, the situation. is theirs.
They know what it is like to live behind locked doors while all the authority,
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and power are in the hands of someone else. When Heathcote says, in role as
a threatening German offieer, "Thirty-six standard British rifles out of there,"

her own tone is in the classic mode. She is assuming the stance Of

a stereotyped
officer in relation to a group of captured enemy soldiers. Her
gun is' pointed
at'l them, and they have surrendered: They have
no chpice but to obey.
However, this group of boys don't respond in the classic mode. Because they
are prisoners in real life, their daily lifeis in manrways not unlike :lie life
of
prisoners of war. Thus, when Heathcote takes a classic stance as the
authority of the enemy government, their response is in the domestic.
mode.
They are bringing to the drama their'own wide range of experience in p,ison.
Heathcote knows that by using their own material, in this case a prison, they
will drop naturally into the domestic. She knows, toO, that the
material is
good for winning them over to her but difficult to use to get them
into the
classic or more highly selected mode. Yet she wants to
use the classic mode to
get the boys out of their own experience and into a new
one that can shed
a light on their present condition. Changing the mode of projection from
the
domestic to the classic is often a very effective way to get a drama deeper,
to
get to a reflection on universal human 'exlierience.* In order to
move the boys
into the classic, Heathcote deci les to take the domestic
aspects that they
understand and then drop them into a problem that demands a reflective
response. She chooses to. examine the time in the prison camp when the
soldiers are getting their letters. During her coffee break, she
painstakingly
writes 33 letters for the 36 boys. She is careful not to put any implication
into the letters that are not there in the room already,
so she writes things
like this:
Dear Son:

I hope this finds you as it leaves me at present. The war seems long
over here. How is it with you?

P.S. The cat has had.two kittens.

Mom

She put in this last line in case the reader wants to latch onto a bit of
By writing too few letters to go around, Heatheute gets the
drama from
the domestic to the classic. She resists any temptation
to play funny games
and say: "You've got one, you've got one, you've got
one, you've got one,
and you three haven't got any. Now deal with it.".Instead
of that kind of
self-indugent role playing with the class, she just throws the
floor and says matter-of-factly: "They're all for them in this letters on the
lot." She does
not plan which three boys won't get letters, because that is precisely
group must decide. The way they deal with this problem what the
demands a
*See Chapter 8, "Dropping to the Universal"
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selectivity and focus that their ordinary* domestic behavior does not necessarily, call for, and it, is this challenge that extends their area of experience.
She knows she is taking the chance that the ones who don't get letters in this
imagined prison camp might well be the same ones who don't get mail in
their own prison. In that case, she will quickly bring in a "late mail." The
problem she drops provides a press out of the domestic mode, however,.and
some of 'the boys are in fact ready to respond in a mOre selective or classic.
manner.
Heathcote cannot magic a boy into giving his own letter to someone else.
She has no righi to do that. All she can do is to use drama as a tool to make a
new extension pozsible. Drama puts at the center human, beings struggling
.

.

with a problem; Heathcote's goal is to get them out of the muddles of
uncaring or "anything goes" and enable them .to think about a problem in a
new way and begin to, examine different ways to deal with it-. When this,
happens, the 'language changes and there'is a greater understanding of how
people can relate to one another.

A. useful way to think about classification is to combine mode of
expression with the 14. areas into which Heathcote divides any culture:*
commerce, communication, clothing, education, family, food, health, law,
leisure, ihelter, travel, war, work, and worship. We have already seen how
Heathcote*uses these areas to find a moment of beginning for a drama.* If we
reflect on how we would project them dramatically, we can. discover in each

area examples, of modes of expression that illustrate the classic and the
domestic, as on the chart on the next page.
The classic-domestic continuum classifies the way a drama is projected, ..he
stance the participants take as they atSsume and develop their roles. Heathcote
also classifies the source of authority for the decisions a person in role makes
within the drama. Borrowing the terminology Edward T. Hall used in The

Silent Language,** she calls her threC classes the formal, informal, and
technical levels. These are the terms Hall uses- to degcribe three levels-of--functioning that take place in every culture. To avoid confusion I shall call
the three sources of authority within drama the unquestioned assumption,
reliance on exPerts, and, using David Riesman's term, inner direction.

The first category, unquestioned assumptionswhat Heathcote calls the

formalis the level of culture that everyone agrees on,- acts on, and takes for

granted. The system made up of these assumptions, never seriously challenged
in daily life, is the basis of all the other elements of the culture. No matter
how "liberal" or "modern," every society and every subgroup (profession's
and institutions, for example) has a mass of customs based on unquestioned
assumptions. Such custom's are taught by example and warning, by tone of
*See Chapter 5, "From Segmenting to Dramatic Focus."
**op. cit.
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:voice rather than explicit explanation. Those who ignore them are admonished or punished. Eating with silverware, washing oneself, toilet
training children, eNamining evidence in scientific procedure, assuming that
there are psychological norms for sanity, protecting and nourishing all viable

infants, votingall are based on largely unquestioned assumptions
of
-

comtemporary U.S. society.
When she works at the level of unquestioned assumptions, Heathcote
(either in or oilt of role) gives each person a task. "You will be a potter; you
Will I;e a weaver; you will grind the corn." Here there is no questioning of the

authority. This level meets the needs of-an immature.. class. It has these
,advantages: it gives the class an instant focus; a limited view; a chance to use
all previous knowledge about, for example, making pots; and the possibility

of getting started without having to make a lot of decisions. It has these
disadVantages: you as teacher must set up the communications between
individuals; and you Will never know what the group's idea of how to set up
this situation would have been. If you plan to'set up tasks, you plan only two
things: how to get each individual going, and how to get these individuals

back into communication. In classes with poor social health, you will
probably use crude strategies like calling them to meetings. If you sense they

can handle a less crude approach, you might ask, "Can you find a way of
needing each other?"

The second source of authority is reliance on expertsin Heathcote's
terminology, the informal. This is -the level of functioning in which a person

has a right to question an assumption, to debate whether or not a certain
cultural pattern is right, but in which there are authorities who, can provide
expertise if one chooses to seek it. When Heathcote sets up a drama at this
level, she will move into role not as an expert, but as a person with the power
to bring in the expert if one is needed. If possible, she lures a class member

into assuming the role`of the expert. If the class decides to solve a certain
problem, there is an authority who must be consulted for this type of matter;
they dare not make up the rules themselves.

The third source of authority within the drama is what I'll call inner
direction.what Heathcote terms the technical. This is the level of functioning
on which each participant has ,an equal opportunity to lead. When she wants
to get a class to work by inner direction, Heathcote doesn't set up tasks for
themshe lets them find.their own tasks, their own way of responding to the

situation. There can be no appeal to experts, nor- to any unquestioned
assumption. The class members by themselves have to find the solutions to
.problems. As in a democracy, each citizen is responsible for what happens.
When Heathcute has a class working by inner direction in a drama, she presses
them to rnalyze a problem and solve it without relying on her or anyone else.
They are the ones who make all the decisions.
The unquestioned assumption creates atmosphere very fasts because you_as

175

Classifying Drama

181

teacher create it; inner direction relies on the group to
create atmosphere.
Heathcote will risk having a clam work at the inner direction level
if their
social health, the quality of interaction, is good. When Heathcote
introduced
the sixth and seventh grades to the tomb drama,* she quickly
assessed their
social health as she watched them approach the tomb. She decided
that it was
good. They treated the tomb with respect and interest;
they looked her
straight in the eye; and they were able to share sitting
space on the floor
easily. So she"decided to let them function at the inner
direction level,
.assuming the mantle of the expert, the---archaeologist, and
examining the
artifacts on their own..-She
imposed no rules; whatever structure the class gave
to their discoveries was of their own devising. The atmosphere
was established
by the tombnot by the teacher in role, as it is in a drama
based on
unquestioned assumptions.
If a class's social health is poor, working by inner direction won't
them; they will fall into the same interpersonal traps that characterizeextend
their
out-of drama relations. At the unquestioned assumption level,
on the Other

hand, there are rules. The teacher, in role as a
person with authority, can
impose these clearly defined limitations, and the .class members
have to

commit themselves to working within them. If the class in
the tomb had been
less mature, Heathcote would have moved to the
uliquestioned
assumption
level and come in as an expert on bones.
If a class is doing a drama about making
cars in Detroit, you can begin at
any of the three levels. If you assess their social health
as poor, you choose
the unquestioned assumption level: You start in role as foreman, and no one
can do anything before checking in and seeing the foreman for orders. You
are the one-who-knowsand who will tell themhow to make cars. The
unquestioned assumption level demands the greatest commitment
to letting
you, the teacher, lead.
If you decide to work at the reliance on experts level,
you begin as one of

the workers. "I don't know

what's wrong with these damn things, but all
--these chassis are Coming out square, and they should be comin'
out oblong.
Let's go ask the foreman. Hey, you, come
on over here and look at this.
What's wrong?" Heathcote is a worker guiding other workers to an authority
who will show them, probably largely nonverbally, how
to do the job. "You

should have done this...."

If you think the class is socially mature enough to handle the inner
direction level, you can start with, "Well, where the hell is the
manager? If
he's still out, like he has been all these weeks, well just have to get on by
ourselves. Do you think we can manage it? Can we cope? Will
we be
responsible?" This is the level that demands the greatest
individual decision
taking by the students.
*Described in Chapter 10, "Planning."
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Heathcote once set up this situation to illustrate the three levels
unquestioned assumption, reliance on experts, and inner direction: She, a
member of a primitive society, is sweeping the house of the women, when in
walks a man, an anthropologist. If the action is to be based on unquestioned
assumptions, she knows that if anyone finds out he has been there, she will
have to die and so will he, because a pattern has been broken. The rule need
not be explained, because."Thus it has been and thus lit shall be." All she can
do is run away and try to get to a place of refuge before she is caught;'from
now on, her life will be burdened with this event. The anthropologist, of

course, may never know why he is killed. If the action is to be baseton
reliance on experts, it's dreadful for the anthropologist to enter the house of
the women, but she can go tao the priest and get purified. If the action is to be
based on inner direction, here she is sweeping, and she says to the man who
walks in, "Don't you think you're in the wrong place, sir?"
Heathcote uses these three levels as a way of tripling the potential for
dramatizing any situation. The unquestioned assumption level looks most like
"real drama," becaus'e it gets to the spectacular very fast; Heathcote's instinct
is to resist it, however, when she finds a group that can handle inner direction.
This does not mean she won't allow the group to decide to take it into the
unquestioned assumption level, but she tends not to lead them that way
herself.

When the- class can handle inner direction, they.are providing the energy
for the drama; they are making it theirs; they are deciding. When the drive is
in

the students, they can run the sho*. This usually doesn't look

as

interesting from the outside because the participants are talking directly to
one-another, often too softly for observers to hear.- Nevertheless, this is when
drama is really happening in the classrOom.

-

As we combined the classification of the 14 areas of culture with that of
the two modes of expression, we can combine it with Heathcote's classification of drama according to source of authority: unquestioned assumption,
reliance on experts, and inncr direction. The -examrles on the chart arc frpm
contemporary U.S. culture; of course, they would be different for another
culture or for this culture at a different period in time.

SOURCE Cii'INFORMAT1ON
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We can put the two classification systems presented in this, chapter \
together in this way:

UNQUESTIONED ASSUMPTION

' A teacher selects. the appropriate source of authority, for a drama On the.
basis of thd needs of the class. Any role in the drama can tlien be projected in
either a classic or domestic manner; or- somem;here on...the continuum
between these two p6tes. For example, if a drama about skiing is tO be based
on inner direction, each class participant will decide how to act in the drama
and the .teacher is clearly not leading. However, within this drama 'based on.
inn'er .direction, a .student has the 'further choice of whether to project the
role in a classic..or a domestic mode..Either way; the student, is still operating
on, the basis of inner direction. Suppose a boy is in the role of ski instructor.
He might say, "You must never let a pole, out of,your hand," projecting his
directive in a classic manner. On the other hand, though his role as instructOr
is the same, he might Choose tO keep:his manner in .the domestic,. saying,
"Will: you come a little closer, you guys?" The langUage add geStures, And

postur&differ, but the role and the lei/el of .the aramairf this case jnner
:

.
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directionremain the same.
Roles at the unquestioned assumption level tend tc. call for a classic stance
more frequently than do those at the other levels, but any role at any of the
three levels can be projected in either a classic or a domestic manner.
Heathcote prefers to start a drama at the reliance,on experts leveL'especially
when she does not know a class well. If she sees they can manage well, she
can move them to the inner direction level; if theY cannot, she can go to the
unquestioned assumption level. At the reliance on experls level She. assumes a
strong role to get the class's lylief going, and then she looks for wdys to move
them to inner direction. In the sailing ship drama described in Chapter 1,
Heathcote assumed the role of first mate and projected that role in a classic
manner in tidrama that was at the reliance on-experts level. Through this role
slfeTed the class a ship, a rope, a horizon, a mission, and a mainsail which
became P task. Every signal 'she gave was classic, highly selected to evoke
shipness. Because the group handled reliance on experts well, she could later
move them to the inner direction level with the musing, "I wonder how
rumor spreads on board. Let's jiist see when we know there's a murderer on
this ship." She asks questions that- will lead them to inner direction because
she senses their readiness. Her leadership .can diminish as theirs swells forth.
Classification,systems provide you with a way of thinking about wha.e.,
happening in a drama. By using them, you can be More flexible and avoid
--being trapped in your plan. At the same time you have a handy way of not
getting lost, because' you can know at which of the three levels you are
,operating and think about the gains and losses of changing to another level.
Youmay decide. that the best way to extend a class's area of reference is to
moVe:.from reliance on experts to inner direction at one point. At another
stage the -nature of the situation may ,call out fOr the unquestioned
assumption level. Changing ievela or changing modes of projection from the
domestic to the elassiciS often a very effective way to get a drama deeper,.to
get to a reflection on universal ,human experience.* If you know where you
:are in terMs of level and mode Of expression, 'you can concentrate on-sending
out clea; signals and not_mixing them up. All of your energy can be foCused
on evaing the.desired feSponse from the class. Classifying is an effective way .
to keep a drama
from drifting.
.
,
.

-

*Described in Chapter. 8, "Droppinefo the Universal."

-
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16. CODE CRACKING: LITERATURE AND LANGUAGE

Not surprisingly, some of Dorothy Heathcote's most enthusiastic followers
are not teachers of drama at all but teachers of other subjects---:espeeially
literature, Social studies, and hiatory. She has shown. how. the discipline of
theater can be harnessed to the service of other academic disciplines. No
matter what their acadcmic expertise, teachers find in-Dorothy a kindred
spirit,: iiterson steeped in the rich heritage of Western civilization and curious
about, appreciative of, and conversant with a -wide range of- academic
discipline§ and creaiive arts.
If we think of any material stored in books as an Unpalatable beef bouillon

cube, to use ileathcote's metaphor, then some mearl.k must be found for..
releasing this dense mass into .a savory broth of human experience: In
educational circles, this process has been called code crackingbreaking the
code so the mesaagc can be read. Heathc:ote guarantees that her lessons will
do this.* She will lead a dais to want to knoW. In a drama she deliberately.,
immerses a class in 'the mystery of notknoWing arid shows them that the
impulse:, to research is born of this tension, thatjhe proCess.of discovery is
joyous' and exciting. When her students 'Start asking for and.poring over big
dictionaries, art books, examples of illuminated lettering, adult texts of all
kinds, Heathcote knows the drama has done its Work;'it has created a need
for information. The code has been cracked, and the learner§ have found they
have power 'over material rather thanits having power over them.

She doesn't care hoW much a child has read. What's important is not to
colleet-:ii, few more titles or vocabularY words, but to.be modified in some
way by 'What one has read. Has readifig been a means..of 'relating personal

experience to that Of other. people? Has the student' translated written
symbols into expeence? Through the process of identifying, readers give life
to texts;- in this sense, reading- is akin,to role playing in a drama. All print
remains dense .until a reader agrees to belong' to it in.some way, identifying
*See Chaptir.20 "Guarantees Tor tama.r
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with the protagonist or writer enough tolallow the reader's
own subjective
world to come into play. Then the reader's being can flow into the dense
words and provide a medium through which they can be dispersed and
understood. Like role playing in drama, identifying as a reader releases a fund of
subjective experience and recalled information that aids understanding and
appreciation. The truth of any text is always limited by what the reader
brings to it at the Moment of reading. The reader's prejudice determines
the
----rangeofunderstandiTirihe marff^fal yields, forsitivity andawareness are
just as selective and limited in the process of receiving written
material. as
they are in firsthand experience or drama.
A reader who has diSecivered what words on a page actually are--:distilled
human eiperiencehas cracked the code forever. SUch a person can translate

any text into meaning by bringing to it the Understanding, first, that it
indeed a code to be cracked, a script to be interpreted not for

is

an audience
but for one's Own illumination; and, second, that to make
sense of it requires
the application of one's own experience.
For the reader who has not yet made this discovery, Heathcote
uses drama
to crack the code. She is often called in to prepare a class for a tekt. Her goal
in such cases is not to go over the material, but rather to raise
the questions
about the text that will stimulate the class to read
more selectively and
insightfully. Unless her goal is to interpret or act out a script, she
does not act
out the scenes in the text. Rather, she reorders the events in the book,
raises
questions about them,Or has the class enter into and role play a situatiOn that
, is tangential or analogous to them.
When introducing a class to literature or even to anthropology
or history,
Heathcote aVoicis simulation, an approach common among American,
teachers. In simulation the class acts out a situation,
capturing as Much of the
factual truth about a Culture or historical period as possible. Simulation
has
the advantage of bringing a great deal of information into play and
thereby
preparing students most fully:for the facts of the 'text. Heathcote
doesn't use
it, however, because of its one great weakness: it burdens students
with so

much information that they cannot get to the heart of the
matterthe
identification.and henee the belief.
Analogy, on the other hand, femoves the burden of simulation,

weigh a drama down: Analogy starts with attitude alone and, which can
through it;
Unlocks the code to- an internal understanding. By starting

with feelings, not
factS; Heathcote stimulates curiosity and stirs.students CO
want to. read texts
and research for facts after the drama is over. Analogy sacrifices
accuracy:of_

"depth;11.tieagingirilmulation, -because any, one
particular will do for a beginning. As the elaborate web of
the drama is spun
chit from this single ihread...the class is caught in the tension of
the moment;
through this.; involvement they get a glimpse into what this
time
or place
would'be
1.
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The facts Heathcote feeds the class as they assume their roles are those
details that help them bring to life the parti'pular moment. For example, if she

is preparingthem to read a text about life in the fourteenth century, she
might say, "Your boots would come up to here, and they would have been
'painstakingly sewn by a man you knew. Isn't it interestingeverything you
would be wearing would have been made by a person you knew."
Once a group of English teachers- asked Heathcote to help a class of innercity high school students in Toronto understand The Mayor of Casterbridge
by Thomai Hardy. The teachers said this was one of the most difficult novels
for their students, so they wanted,Heathcote to get their students to want to
read it; she agreed to do this in four days of drama. She decided that what
was critical in understanding this book was that "it happened a long time
ago." She started with an analogy to get at three things. The first was the
slower pace of life in the period when_the novel takes.place. Second was the
parochial riture of the community thenin a day, a man would travel only as
far as a horse could travel; Most of the people one would meet in a lifetime
would be known and would fit a familiar Flace in a social hierarchy that was

.

clearly defined. Third was the impact of a stranger. in that.kind of cornmunity. Without this understanding, Michael Henchard's relationship to
Caster bridge might seem absurd.

3.

To take the class back to a mote parochial time, Ff?athcote used a village
shop as symbol, as the analogy that would be significantly like the village of
thelook, but would be neither an attempt to simulate Casterbridge nor a
setting for acting oue a specific scene from the book. First, she :went to the
store and bought everything she could think of that would be available in a
market of 1820cheese, eggs, a honeycomb, a bottle of real maple syrup, a
homemade-looking loaf of unsliced bread in the shape of a braid, ears of corn,
butter, fish, brown sugar, brown and white flour, birdseed with groats in it,
dried lima beans and peas, bars of homemade soap with bayberry scent,
homemade candlcs,.and a stack of plates. (After the drama waS dyer, she took
the food home to her own kitchen, so it wouldn't be wasted.) She tells
teachers to do what they can; if yod have only-a loaf of bread and a pound of
cheese, use thaf and imagliie the rest. In this case, when the -class...came in,
they found all the things fleathcote had brought arrayed on a table, all with
theit heavy purple prices still stamped on them. Heathcote said, "Could you
...turn all this into an old-fashioned"sliop?" They eagerly set to work, first
arguing about prices and then. changing all of them. After, they got the prices
sorted, they .began tentatively to open the packages and pour the contents
out on tothe. plate-sintiny heaps.
Then Heathcote asked them to tell her how she .would be dressed. "I live
in this old-fashioned shop." They put her into a typical cOlonial costume.
Then she asked them to tell yhere each of her garments came from and where
each of the goo& on thetable originated. What they gave her waS their idea
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of the commerce of the day. "Now, Will you come into my.shop?" she asked,
moving into role. "Yesterday was Sunday. Whdt do you suppose we taik
about this morning when we come into the Shop td replenish our larders?"
"That cheese his a right good flavor this morning," one woman said,
pinching.a bit off ti Urge round piece. "Who made it?"
"What did you thirik of the homily yesterday, Martha?" another 18-year-

r

old asked. Gradually they -developed 'a sense of the period and of the

parpchialness of this comniunity. They chatted about who was having a baby,
whose husband had been drunk last week, whose land wasn't
doing too well,
who was reputed to be short of Money.

Then Heathcote stopped them. "To a village like this, perhaps
'ike this, there came a young man looking for work. Who would to a shop
like to be
;-is yourtg-fitaii?".To- th-e-boy who volunteered, she said, "I do
not know
:ixt kind of work you *seek, but you carry your tools with you;
you let us
.ow what kind of thing you can do." In a Minute or so he was ready; he
t-ative3 and a scythe and was prepared to cut grass and clean
out
Ott:0;es, The villagers all knew he was a stranger; his
entrance into the shop
ali their dialogue.

After this deama was over, Heathcote uncovered
a blackboard on which
.she had written Michael Henchard's last letter, pencilled
before his suicide:
.

Michael Henchard's Will

Tint. Efizahr.th-rane Parfrae be not told of my death, or made to grieve
on account of me.
& that I lae not bury'd in consecrated ground.
& that no sexton be asked to toll the bell.
& that nobody is wished to See my.dead body.
& that no mourners walk behind me at my funeral.
& that no flours beplanted on my grabe.
& that no man remembeeme,
To this I put my name.*

Then in role; Heathcote sdid, 'That young man who
came into my shop
K.eking work wTote that dt the time of his death, when he
was still a cornparatively young man but old enough to have a
grown-up, married (laughter.
Whatever was in that man's mind to nttke him write that, I wonder?"
The dass members talked spiritedly with one another. "Who
is this Jane
Farfrae?" "Is it his wife or his 6,:own-up daughter?" "If it is his
wife, why is
she calledFarfrae?" "Is there a Mr. Farfrae?" "It seems like thii
Michael
Henchard is afraid of something he's done."
"Well, would you like to know what. happened between
his looking for
work and that letter?'" By this time, th-) wanted to read
the boolg through
analogy she had piqued their cutiotity anCi helped them crack
a code.

*Heti?, Thomas. The Mayor of Casterhridge.,: New York and

Brother: 1922, Chapter 45.

London: Harper &
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To get a class interested in Chaucer's Troilus arid Criseyde,,she began by
asking them what kind of person in our society goes out and-faces danger
each day but comes back to sleep.at home each. night. They suggested a acing
car driver, so this was their modern, Troilus. Dyomede was the old hand who
drove for the opposing side; Pandarns the public relations agent; Criseyde, the
model who sold the car by publicizing .the sex angle, Calkas, who could read
the .future because he developed new engines, was.the modern soothsayer. As
they dramatized this analogous play, they came to know, the plot of Troilus,
and Criseyde "inside out"; they wrote up a script of their play and compared
it with Chaucer's work.Another ploy Heathcote USes to get a class.interested in a text is to discuss
with them what' makes a book good. She lists their responses on the blackboard. Then she'af.ks them what makes a book.boring..She gives each person a

.

set of these latter characteristics-each written on a separate slip of paper-to
rank in order; with the qualities that do most to make, a boOk .boring or
difficult at the top. The list includes things iike long sentences,longconVersations, small print, long descriptions, thin pages,-lvvivy books,.and poetry in
the. Middle Of prOse. This process evokes a discussion io0ed 'on a fact teachers...

'sometimes-fail Co acknowledge: the books they assign students often. look ...'boring to them. One high school boy told ileatheote, "I've never known what.
I thought alsont boo4s before. I now know-why I Couldn't finigh'some and.'
why I Went back tO reread others."
A third way to get .a class started in a hook that seems formidable is to
begin,telling them the plot and ask them to stop yOu when they find they are
interested in what happens next. ThiS is a useful way tO get students to the
point where_ they-are-readY-tO-tackle- a. fairly difficult text like Pilgrim's
Progess orone of Shakespeare's plays.
A fourth ploy Heathcote has frequently used is to have a teacher who knows a book well corne'.in and-pose as lls central Character; letting the class
ask questions of .her or him. This way the stiidents start with what interests
them about this character, and that interest is the key that unlocks the rest of
book. 'When Heathcote introduced. the .mayor Of Casterbridge this wdy,
and the class were.in -role 'as villagers. Slie-tcild them, "This man is your
mayor:You.have a right to examine him cloSely and find out his attitudes. He
is bound to answer honestly and not to dissernble." She had the. class open
their books', to the first page, and their questions began. "Why did you let
your wife carry the baby..on that dusty.day?" one girl asked.
"I had other things on My mind," the teacher in role answered, finding his
,knowledge o thC book tested in a new Way.
"Is this a good reason?" thegirl pushed:
"Of course, it's a good reason."
"Just wbat other things did you have on your mind?"
Through-this:dialogue th-e -class penetrated further and further into the
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shame of Michael Henchard. By first taking this teacher to be Henchard, they

effected what Coleridge 'termed "the willing suspension of diibelier* and

could then tranSfer this act of will to tbe book itclf.

:

To help a class get ready for an examination on Arthur Miltees The

Heathcote had them pose as a team of counselors in a marriage

guidance clinic: They 'worked to help John and Elizabeth Proctor, teachers
in
role, firsl to feel at ease and iln,r). to go back direr thek experiences
to see

whetber they could get a new inhight about what had happened;The
class
looked at the play from a new perspective. One student concluded
at the end
of the .hOur, "You know, I cOUld write a book about John Proctor's'relationship to Mary Warren, Abigail; and Elizabeth."
Each of these four techniques heipS a class realize that

a text is much more
than Words: It is always a script to be interpreted, whether it is
Written in
conventional dratha form or not..Not all teachers share this view,
however;
some are convinced that most texts are nnambigu'Ous, subject to only
one
"right" interpretation. One way Heathcote breaks through thiS prejudice
is to
have teachers work in pairs on a "text" of their own making;In.the
same way
she has younger students do. Each pair makes up four lines of dialogue, which
may be as mundane as this:
"Coffee?"
"Yes."
"Cream?"
"N 6,. thanks."

This is the text they use for a series of dialogues, each time adding
another.

layer of meaning. The first time through, :Heathcote asks
each iierson to

assume_anattitude,awayoffeelinvandprojecrthar1he second timethrough, she asks them

to add the way they feel "abOnt each
"Are you rushed or do you have plenty of time?" Then, 'What other...Then,
is your social
class?" Then; "How old are you?" Then, "Are you at thebreakfast Ale
or
eamPing out in ._tbe wilderness?" Each time they add
a layer, they try to
preserve the preVions layer as. well, augmenting the words with
gesture and
expression.
This experience cracks the code of a dialogue in a book.' It shows that
there is no such thing.as a dull line. Those words-on
a page that seem so
flatly there are. not all there is. What is said :in words

is often- not what is
really .being said; under any printed dialogue are layers of meaning
that can
never be fully. captured in Words alone:.
Another way Heathcote shows this is to have each pair of
students act out
one dialogue:a short one Of their own making, like the one abovein
a series
of different ways, each of which has its own meaning.
For example,-she once"
had us use our four-line dialogues to make clear
the first time that we were
*Biographica Lite:prier 14.
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lovers; the second, that we were spies meeting and recognizing each other; the
third, that one of Us was leaving a place where we had been living together. I
vividly remember two of my classmates who acted out their dialogue as they
met as spies in adjacent toilet stalls! My partner and I used our four absurd
lines as part of a deathbed scene.
Another dialogue Heathcote has used with oWer students and teachers is
this ambiguous text, which she has them act out in groups of four, one ,for
each speaker:
A: This wood's damned hard.
B: It isn't as if he's a big fella, either.
A: I hate these rush jobs.
B: What's he supposed to have done, anyway?
C: You hate any job you do.
D: Never mind, guys, double pay.
Each speaker assumes an attitude to projedt into the relationship. Then each
group decides on a time period when the action took place and the nature of
the project in which they are' engaged, fleshing out a drama from these six
lines of sparse, ambiguous dialogue: Interpretations range from building a
stocks or coffin to fashioning Christ's cross.
When it comes time to actually get beyond the improvisation stage of
introduction to a particular piece of literature, Heathcote uses the words just'
as the author wrote them. She never alters or modifies a text. If a class needs
an improvisation first, she sets up a scene.that is not in the text. Her goal is to
lure a class into wanting to read, not to substitute improvisaticin for reading
and interpreting.
Heathcote also works to lureor pressa class into greater eloquence. This
involves helping children-crack a cOde that is witMn 'themselves so that they
can recognize and express their own feelings and perceptions in a new way.
Heatheote's explicit goal here is to expand the children's vocabulary and
.

develop their rhetorical style,- but she sees this aim in a larger context.

Receiving and sending messages in words is never all there is. This process is

always just a part (in some situations, as drama vividly reminds us, a very
small part) of any total experience. HeathcOte's definition of educatio'n takes
account of this reality: "Education is a continuous process of assimilation of
incoming data together with a constantly developing ability to respond.''''

What we do with words, then, is never the whole, but only a part, of
education. Heathcote's definition is similar to the one developed

independently by James Moffett.* To perceive and take something in as full,
complex, and sensitive a way as possible and then to bring it out again as

wordsas a statement that reflects the fullness and complexity of the

experience and at the same time orders it ind relates it to other knowingis a
*See Moffett, James, and Wagner, Betty Jane. Student.Centered Language Arts and

. Reading. Boston: Houghton, Mifflin Co., 1976. Chapter 20, "Setti'hg Goals.
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goalci?orthy of any educational endeavor. This is precisely what ch:ama does
best: it provides an evoCative context for the expression of feelings and ideas,
and it demands Clarity and -force of rhetoric in that expression. When the
pressure for language is on in a drama, children moVe from their passive to
their active vocabularies, words they may never before have had any reason to :-

use.

In addition, drama often provides a press for language that is special in
Heathcote is always alert to situations which call for an archaic
word, a correct precise/fermi. or upgraded language style..She introduces
whatever term is needed hoPinc, the class will follow her lead. Here are.some
some way.

examples:

One of a gou; r six-year-old -astronauts in a-rocket Ship said the
weather wai getting bad. 1n role as ground control, Heathcote

'reported "the deteriorating Weather."
When an eight;year-old-.dockir in a hospital drama needed "an air
thing you put on your mouth,"-Fleathcote supplied the words as she
handed over "the oxygen-mask for the patient."
She gave another,. doctor:a "stethoscope's when .11.; needed "a 'thing
for hearing the heartbeat"
-

When they were goint te operate to find out what was wrong,

Heathcote asked urgently;. "What did the biopsy show? Who was
responsible for examining that tissue sample you took?" Both her
'tone and her ternis' upgraded thi,responsibility of the medical team.
In another drarna',.- a ehild suggested that one orthe things a Fivernor
Might 'do is smile when he saw that oce of the colonists had a baby.
Heathcote both UPgraded the. language and 'extended the idea by
saying, "YeS, he might congratulate them on their babies."
If she is trying to get a feel for the Middle Ages, Heathcote mitht.
move into role as one of the lord's followers and call herself a
---liegeman, accompanying her use o-f the word with the correct gesture
of obeisance.",
,

When she waS working:Cii Cromwell;'s Meeting-with Charles
I, Heathcote,
helped a child .who was using a modern Oath by feeding him
archaic language
fOr_a curse; "By God's good grace, my,blOod is as blue as thine." By taking
it
up, the boy had another experiencesin shaping
his language te, fit its purpose.
At another point, Charles I 'was at a 'ieaport, oyerseeing,the levying,of
a

duty on each of the rough sea captaiiis,*ho brought their ships
into that
harbor. :HeathrIe 'again was in role as die one wild carries
Mit
the
king's
orders. She probed for archaic language: "His
Majesty reCruires that every
captain who arrives at this port pay tonnage." A bit later,
she brought the

king a message: "Your Majesty, this sea 'captain by
the name.of Jim Brown
(the child's real name) has refused to pay tonnage
on his vessel, which has
sailed from Spain." Depending on how Charles
esponded, she either
".

*See the discussion of classic language in Chapter 15, "Classifying
Drama.",

**See page 28 for examples of the correct terminology
she introduced to make

sailing vessel seem authentic.

a
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lowered her tone or applied a press.for archaic language.

In a medieval market, Heatlicote went up to the child who was the
"flesher" (a term she had.supplied when he chose to be a butcher) and said,
"My.mistress demands that you send up two beasts 'on the hoof.' "
Puzzled, he asked "What's 'on the hoof'?"
"If they are not walking, she will not pay you,7 Heathcote still clearly in
ro e, warned him.

Before long, another child, who was dealing in skins, was asking her
whether she wanted her skins dead or "on the hoof." That, of course, is one
of the predict:1.4e cOnsequencds of teaching vocabulary through drama.
However, such misconceptions are not precluded by any teaching method;
they are just more Obvious in drama. When they are brought out, misconceptions can become occasions for further learning. In the same drama, for
example, a little girl was selling ipices: cloves, cinnamon, saffron. Heatlicote
asked to buy some saffron, but the girl said, "There is no saffron now."
"Oh,*no, not this week of all weeks!" Heathcote lamented in role.
"If the wedding's going to take place, they'll have to have all that saffron
in the wedding Cake," said the child, obviously not knowing anything about
,

saffron.
.
.
"Somebody getting married?" Heathcote asked, projecting her voice so the
word would get to the other artisans and sellers.

"Yes," she said. Almost at once', the bakers were busy with a huge
wedding cake.

.

.

"Why all the stress on yellow?" Heathcote queried, extending their understanding of saffron. "You'd think they could make an ordinary white cake

andnot-use up all of this town's saffron!" At this, the tailor got busy on a
yellow bridal gown, and the farmers began gathering up yellow flowers. By.
not correcting bu.t actin:fly magnifying the girl's initial mistake, .Heathcote
had fed the class a focus for a gioup event. She still kept pressing, "But why
yellow?" Under tIlis pressure they came up with an answer: The groom was
the Duke of Orange!

.

1

/

In "Dropping to the Univenal," we made a distinction between a probe, a
"tentative attempt at upgrading the class's effort, and i press, which won't let
them get out of the situation without extending themselves into new areas. In
ex tending language, Heatheotc never stops probing for more precise or apt language; she applies a r.-fess at the point when she senses the class can handle it.
She knows that a ellild who assunies the role' of King Arthur may just sit there
like a sack at first. Slie can help the new monarch by feeding him language as
she gives hirn time to get the feel of the role. She may try a ritual in which
each of the knights pays homage to the king. In role as a page, she might say,
"His Majesty, King Arthur, greets, him and would have his name." If the king

does not yei 'i-now how to take tii)- the language probe, Hea.thcote will
continue to ask the question of each knight in turn and pass on his answer to
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.His Majesty. Neither the king's language nor hers will be particularly
highflown at this point. lf, a little later in the drama, the king is
able to say,
"Bring Sir Lancelot hither," Heathcote will immediately.lift hes
own language
into the classic and continue to provide a language
press: "Certainly, Your
Majesty," with a wide flourish, "it shall be done."
So far we have considered oral language only. Heatheote is cominitted
to
developing a child's written style as well. She likes her classes always
to come
to a-drama viith pencils and paper handy. Often when she stops the
drama.for
reflection, she asks the children to take the drama to
paper, to write-out what
they are feeling and thinking. A scrap of paper in the poc-ket will do; if
not
that, Heathcote keeps pads and pencils handy or a roll of shelf
paper
and
lots
of porous-tipped pens. Quite often, a drama ends with
the writing of the
scroll that preserves this history, the summary of how
it was in our village at
this time, or some similar record.
. Heathcote never asks a class to write anything that is meaningless, that has
no purpose, that is simply a test which the teacher can
use in judging the
children. Thus the records the children write are shared
with the rest of the
class or with other classes; are mounted and preserved;
or are collected into
books for class leference and use.
What Heathcote gives children is not information
on how to write, but a
reason for writing. Writing is never "assigned"; rather, it
comes forth when
students have something they singly must say, when their
emotional drive to
express what they have just discovered plunge% them into figuring
out for
themselves a way to say it. Heathcote often stops
a drama at the height of its
action ahd asks the participants to write out what they have just
known and
fel t.
Heathcote builds an appreciation .for records by showing
students actual
handwritten accounts, documents that have
never been reprinted, or old,
pages from archives. She may say, "Come, .sit in front of
this log. A man
wrote that on a moving deck, and he had sworn
on oath to 'write the truth.
It's sacrosanct." At other times, Heathcote will make
the writing itself a part
of the drama. If the children are young and their
oral capacity outstrips their
writing skills, she has older children or adults take down
what they say. Here
are excerpts from the diaries of two boys, both less than eleven
years old,
who wrote them as part of a drama about monastic
life:
'Sunday. I earned a penance by' looking at Brother
Luke's face. My
Monday. I was writing the third page of the Bible. I
went into the
woods to pick a feather from

'punishment: praying fo`r.four hours on my knees.

the gander.
Tuesday. I went to the wOods to pick elderberries for
some ink. I mixed
them with rose hips and they produced a beautiful deep blue.

I walked back toward my cell, .my stomarh empty,
kneeling. I enter my stone room. A shaft of light Nis my knees stiff toltn
upon my unf;nished
Manuscript. My eyes glance up a, the holy
cross. My legs Jieed rest, so I sit
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on my stone seat. The table, Wooden, a privilege to use. On it, my sheet of
vellum; also a fine quill, a pot of black ink. I borrow other colors froth my
fellow brothers. As I begin to sketch My design,- I wonder, is this the right
life?

.

.

Here's 'another example, this.tithe a letter from a ten-year-old:
0 *Great Lord Pharaoh ofivy t, I am an old slave in your quarry. We
have been working from early nu raing until late at night, and we have jusf
settled down to sleep, .but Lhave :`.ayed awake to write this letter. I could
hardly hold the instrt.Tuent I wrote this letter with for the cuts antl blisters
on my hands. I do not quite knOw what we have done:to be brought here.
You have set .ui to work in rags. We "are Working all day long,, your taskmaster at our heels all day long. If we stop for a moment to rest, we are
whipped. You are never in the quarry long enuf to see us.wOrkins. You
have never seen the blisters on our hands and our feet or the.whip marks
on Our backs. We are all just dead. We are asking you pleast.to let us go
free. Please let us to go back to our own lands. We are all old now. Ve are
of no Use noW. We have made your bricks and built your palace.

And here's what Moses wrote after this same drama:
To 'he river I went forth to change the water to blood. Outstre?chedI
thy rod and made the command of the Lord. I command thee to turn to
blood, and it,was sored, red Eke the redness.cf a Baby but in a way.not
thc same. This redness of:fire. Red, red, I thys.. that our people will be
free now.

By the time ordinary, previously undistinguished children can write
personal passages. like these, uplifting language has been internalized. The
students have cracked the internal ,:ode that xept form and feeling separate;
now they can wed feeling to a form that suits it.

1.7

1,0

a
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17. CODE CRACKING: OTHER AREAS
There is almost .no area .of the currkulum for which Heathcote has nat.
used- drama. Its value in buiiding confidence id'Using a foreign language for
e)6/nple, is obviods.. What it does,'Of course, is to build in reasons for talking..
One Way to do thii is to introduce an adult-in- jOlefas-Reathcoie,did with the
Latin teacher.*
Although mathematics seems More difficult to criek through drama, there
are Wayi to do it. Whenever "children are plaiming trips, feasta, or purchases,
however; Heathaote stops theM to ,explore what the costs are likely to be,..

,

hoW- much money they:will:need, and s'ayi-3,t6' get resources:She
often,mOves

froM drama to .construction of such, things
as pyramids for the story of
Moses; a carton castle for a king, or clar.,cliff, dwellings for Indians
of the
Southwest. In each case, she creates a need for mathematical calculations.
To teach a group of mentally.handicapped
children the concepts of tall
and short, and to help.them classify shapeilleathcote
Mtroduced'a teacher in
role as a tall, tall, tall king., Against his heightshe juxtaposed
a short man,
who crossed In front of him and. stole.
an imaginary chicken. The tall king
Captured hilt* but .the children pleaded:that he not hurt the little Man:
The
king.agreed_ to spaie him.if he would build the king
a. house., The lade man
and the' class built a hig round house, .marching Ia -Circle and then drawing
that path with chalk on the floor. That wouldn't do,
so they built the king a.
square house, then.a reetangular one; then oval, and then trialAg:ular.
Finally
'the king was" sitisfied.° After the drama
was over, they 'played .the ganie
Granddad Says, EVerybody into the Round Emise, Until
they leaned the

''Yar'ous shapes:
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Another time, Heathcote introduced shapes to a group of five-year-olds by
setting up a soap factory, in which they actually made soap. She brought in
real lye, which she kept locked up and ceremoniously took ont when it was
time for the process to begin each day. The children sorted the soap by
shapes and by colors, learning the diffeeences among hexagons, diamonds,
and ovals, and among the various colors, in such a way that they Would see
them true forever.
Drama frequently gives rise to situations that call for experts. Heatheote's
technique in such cases is to bring in a real expert and have that person

answer the class's questions. In the soap factory, the class deeity they
wanted to send the Queen their best cake of hexagon-shaped soap stamped
with the initial of their school; Heathcote brought in the mail carrier to
explain how to address a parcel to Her Majesty. Another group of children'

had been making clay jewelry and carving in their own assay marks.

Heathcote called in a real goldsmith to answer their questions about how
these-marks are.arrived at and to show them assay marks from various places
and times. He also showed the book of assay marks he used for reference.
Often Heathcote will bring in a stranger in role to get a class to describe
their school, community, or activities more fully than they would need to do
for one another. Working with four- to six-year-olds, she dressed up two
Chinese teenagers and introduced them as visitors who needed to take back to
their 'government a report on this school and town. The children gave them a
party to see whether they liked it; they drew maps of their school and town
for the visitors to take back to China. Before long, the children began to say
things like, "Newcasde is bigger than Gateshead, and Gateshead is bigger than
Felling." A reason for conceptualizing and using language in this way had
sprung from the presence of the Chinese visitors.
Drama can provide a powerful stimulus for careful handwriting. N
group
of -eight- and nine-year-olds-40 percent of ,whoni had previously had
great
problems in legibilityovercame all their problems in handwriting
as theY
rri4de an illuminated manuscript of 800 4)..for 'a historical drama.
Each
chose a. Bible verse to copy; they used old medieval manuscripts
as guides for
the illumination. They worked with either quills prepared from
feathers or
penholders with nibs. Like the monks of old, they
were limitedto 'one piece
of vellum (actually paper) apiece, so any blots
or errors had to be disguised in

some way.

How does Heathcote use drama to crack the code of history
itself? She
thinks of ways to remind a class that history lies close at hand,
just waiting to
be picked up. She May dramatize this with ghosts of the
past .who arise and
speak, or with-gtones that cry out the truth they know. She
teacher who knows a great deal about a certain historical periodmay bring in a
and have him
or her dress in role as ; well-known historical finure and
answer the class's
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questions. This person will need the self-discipline to channel all he or she
knows through the narrow end of a funnel; that is, through what the class
shows they are interested in. Thus, if a class is interested in Thomas
Jefferson's invention of the dambwaiter, any facts about his life as an
architect or statesman will have to flow through that invention.
Characteristically, Heathcote. will start a historical drama by asking the
class what.,they know about olden times. Suppose a child says, "History is
kings who own all the land and poor people who have to work for the king all
the time and have to do what he Says all the time"; then that will be the
relationship Heathcote builds first. More sophisticated information is fed in
bit by bit after what they already know is elaborated and made
tangible.
When she introduced a group of eight- and nine-year-olds
to the events of
the American Revolution (in the drama discussed earlier),
Heathcote's goal
was to get to the heart of.the matter, the inner urging towards reyolution:and
the ultimate fe.el of freedom. She proceeded by .assuming the role of a harsh
and uncompromising governor; even in her role as teacher, she
pushed the
children hard to get them to believe in and stay with their roles
as colonists.
The first sessions of this drama were tough ones for the children.
Even after one of the village children who threw snowballs
at a British
guard is killed, Heathcote as governor continues her
pressure: The child's
parents have to billet that very vard in their home that night;
such is the
governor's order. At this point, a tall girl in role as the bereaved
mother
shouts in defiant anger, "We won't let that murderer in
our
house!"
Heathcotc still won't let 'her win. She is forced to take in that soldier under
threat of imprisonment. The plight of the colonists
four straight days of drama. Both in and out of role,continues to worsen for
little mercy. As teacher, she keeps pressing the class Heathcote shown s them
to discipline theinselves
to.the heavy demands of their roles.
By the end of the fourth day, Ken, in role
as Samuel Adams, Stands up on
a table and sums up their situation:
.

What I have seen in this village is the Governor bringing soldiers
the houses and then charging a half crown and a daily meal board forout to
each
soldier. I think this is just terrible. The Governor is going
to have soldiers
on guard at the British flag twenty-four
a day. This, I think, is a
waste of the troops. The guard will have ahours
rotation about every two hours.
The changing guards get people mad. They make
woken up every two hours 'cause the soldiers so much noite. People are
people can't get enough sleep in this coiony; are put in their houses. The
we can't win independence.
And it looks like right now the people are getting
mad and a revolution is
,coming. I know that!

As t6clier, Heathcote suminarizes the day's

drama this way:

Out Of this is going to come a very, very terrible
war, and but of that
is going to come your independence. Then
never again can an English king
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demand money of you. They may ask, and you may give as you did during
the last World War, but nobody can demand it. You shall control your own
purse.

By the fifth day of the drama, the colonists decide to drive out Heathcote
in role as crovernor and elect their own. Once the governor's pressure is off, a
surge of new energy fills the room. The colonists all start shouting at once as
they eagerly pitch in to do the work of the village. The men start to plow, the
women to cook for the busy farmers.
"We need a police force. We need to make this town more prosperous.
Everybody will help everybody else's farm. One big, huge farm."
"Somebody get a plow."
"Comb over here. Help loosen this hard soil."
"Get anothcr horse and plow over here."
"You get the horse. I'll bring the plow."

"Attention! Attention! Listen, if anybody needs a carpenter...."
"Yeah," several colonists chorus. "Let's build a house." They are all working purposefully now, happily sharing tasks, shouting for aid, pulling ropes,
plowing, hammering, all chatting at once.
"Hey, somebody get up there on the roof. I'll hand ya' this."
"I've got a Plan for a new house."
"Somebody go down and start carving stuff on the door."
"We have to repair the rope in the well," one boy reminds them, and they
set to work on a job the governor had frequently urged them to do.
They sense their new 'feeling of liberation. "We .can do lots of things
without the governor watching over our work."
"Hey, let's build a new school!" This is greeted by enthusiastic cheers.
Heathcote, no longer the governor but now in shadowy role as one of the
colonists, presses them, "If you build a school for the children, aren't you
going to take away their freedom?"
"No, this school will have fun things to do. One of us will teach."

"Yes, I will."
"I will, too."
"What if they don't want to go?" Heathcote asks.
"They'll go, don't worry. They'll go. We won't have to force them. They'll
have games to play, and they'll want to come."
"Get the books from the governor's old place. He's got a whole shelf of
books from England."
One of the girls starts to read. When another child asks her about it, she
reminds her that she has to read if she's going to teach. "This is my favorite
book about King George," she says, expressing a need for continuity even
during a revolution, although she probably could never have verbalized it that
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way.

Heathcote as teacher stops them so she ean list on the board the fretclome.
they now have. She writes what they tell her: "You can do the thincs
you
find fun." "You can do the things you find useful." "You have
the right to
disagree if you don't like what was done." "You have the right to choose
the
labor you will do." "You have the right not to pay to the common taxes."
The freedom they feel is real because the previous pressure has been
intense and felt. As one boy puts it, "I never caught a fish So easy before";
the fact of freedom energizes. Actually, by the end pf the drama
the class are

working very hard, and Heathcote is redundant. They have learned
which is central to an understanding of the American Revolution. something

In the drama of 1,200 years of history,* Dorothy Heathcote
started with
research. Ail the children chose aspects of life in the Middle Ages
to report to
their classmates. Although most wanted to write about
arms and armor, they
agreed to have only one child do that. The others wrote
reports to answer
such questions as: How did the Vikings get
across the sea? What did people

eat at that time? How did they buy and sell things? Who
was Hilda of
Whitby? Were there schools? What was a Saxon village
like? How did the
monks live? The regular teacher of this class upgraded
their efforts by

mounting them Carefully and lettering the title of each display
in Old English

script. The children also painstakingly copied the Gospel
of John. This
became part of the manuscript that was the pivot of the
drama. What made
the book valuable to these twentieth-century children
was the long period
they spent finding true Celtic letters; copying the
verses; illuminating them;
gligng each page to a piece of leather so the book would
open flat; and
binding the book in a wooden cover decorated with
an authentic Celtic
design. This process built up the children's drive to preserve the bopk.

In the drama, the monks found themselves under
pressure to; defend the
book's value, especially when the crops
were failing and the people were
tempted to call on the old gods for help. As the monks
were deklicating the
book, Heathcote, in role as one of the common people, pressed diem.

The abbot 6gan, "This is our book. It is-a-beautiful book made by
the
monks of our monastery."
"What good is a book?" sneered Heathcote in role.
"We qan read out of it for our prayers."
"Why do you need to do that?"
"It's the words of Gad."
"But the words of God don't fill empty bellies," Heatheote
growled in

disgust.

The abba was desperate by now, shouting, "This book
was made-from the
feather of a goose that never knew he dropped -it!" Under
the pressure of
*See pages 45 and 46.
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drama, his understanding of the value of that manuscript had.rnoved firmly
into his left hand. -He came to a new synthesis, an intuitive insight that was
nor mere feeling but passion fused with the act of valuing. This book, which
had been lettered with a worthless feather, now represented the faith of a
people. It must be believed.
In another drama Ileathcote wanted to capture the essence of the life of
the Venerable Bede, 1,200 years after he lived and wrote in the monastery of
Jarrow in Northumbria. This time she had all the children in the school copy
Bible verses, using real feathers. This dictated a style of writing that was
close to' that of the old Anglo-Saxon manuscripts. TensiOn was provided by
the fact that there were only 10 goose quills; the rest were sea gull feathers. A
child who wrote a perfect page with a sea gull feather earned the right to use
the goose quill. By that time she or he knew what it felt like to need a better
implement. "Sea gull feathers are no good; you can't write neat. They're too
soft."
Throughout the drama, which lasted two weeks and involved the whole
school, the discipline of the monastic life was increasingly imposed and
extended. Each child was dressed in a swatch of black material to symbolize a
cowl; went barefoot despite the winter weather because the eighth-century
monks did; and took an Anglo-Saxon name. The children took turns baking
the 96 little loaves of bread which, with glasses of water, comprised their
daily lunch. One group of children made butter. Eight times a day a bell rang,
and they left whatever they were doing and went to prayers. On the fifth day,
Heathcote decided it was time to impose silence in the chapel. She did it at
the noon service before the bread was passed among the children. "When the

bread comes in today and when 96 people have sung their way into the
chapel, there will be no voice heard; do you know what this means?"
"Yes," they chorused solemnly.
"No voice must say anything, not even the abbot's," she said, looking at
the child who stood behind the altar.
"You realize that if there is a voice heard, there is no bread?"

"Yes," again in chorus. At this point one girl turned to another and said
something. Heatheote could have wept; but she kept-her word. No bread was
shared that day.
After chapel the question arose, "Hey, what are we going to do with all
that bread?"

"I don't know, what do you think we should do with it?" she asked the
group.

"Give it to the poor people." This she did after school, continuiri'g to act
in the mode of the eighth century, when bread mattered very much.

She went up to the two girls who had talked and.said to them warmly,
"Oh, Lam sorry.about this." They forgave her with their smiles.

1
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"So are. we."
"Tomorrow we'll make it; we'll be quiet and get the bread, won't we?"

"We'll try."
"That's all I ask you to do."
The next day at chapel there was great tension; from then on there was
silence when the lay brothers were called to prayers. Through discipline
the
children discovered the pride of rising to the demands of a monk's commitment; they experienced the quality of a life otherwise alien to them.
When the bread was blessed and shared in the-monastery
the children had
built with their belief, those who had made butter shared
it with those who
had made bread. The abbot himself broke the bread;
the most important
elected member of the community became the
servant of all the others. What
the children were living through symbolized the values
of a community of a
distant past.

In addition to identifying with people who lived in the past, Heathcote
wants her students to identify with historians, to develop
their task of selection, compression, and interpretation. Toan appreciation for
in a group of 18-year-olds in Bristol, England, Heathcote develop this sense
used a real event,
one they had all lived through. This was a six-weeks'
strike of garbage
colleotors (called dustmen in England). With this situation
she cracked the
code so that the group could understand how history
gets
written
and what it
actually is.
During the dustmen's strike in 1970, huge piles of plastic
bags of garbage
collected in the parks and along the sides of the old Gothic
buildings. Schools
were closed because the custodians, who had custody of the keys,
on strike with the dustmen. No burials could take place because had gone
were parf of the same union. All in all, it was a time of hardship the sextons
for most of
, Bristol's citizens.
Heathcote began her lesson by reminding the class that one day this event
that they had lived through would become a line in
them. "Is there any way we can catch the feeling a history book. She asked
of this strike and preserve
it?" They talked together about all of the things
that had happened that
- should be remembered. For the neZt day's drama, she developed
a set of roles
from the class's anecdotes. She put each role together
with
a
clue to an
attitude that might go with it, on a piece of
paper. Here are some of the rcles,
with their clues:
A widowed janitor, nonunion
A vicar

&retired citizen
A driver cf dust cart N. 47
An employee of Radio Bristol
Ap undertaker -

"My rent is £2.10 a week.""I feel so helpless."
"I live near a small patch of land."
"Things aren't alWays what they seem."
"We'd only just got our heads above water."
"Death waits for no man."
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A school supervisor.
A park keeper of fishponds
A school principal
A city councilor

A store manager
A university custodian

A janitor union
A mother of six
A fishmonger

"We haven't a bad educational system."
"I took a vide in being solely responsi.
ble for my park."
"Mine is a big responsibility."

"I'm in politics because I'm prepared
to do something about things."
"New packaging methods have changed
the job considerably."
"I've always liked my job and held my
head high."
"I've worked in this school all my life."
"Nobody realizes; you don't, until you('
have children."
"I live over my shop. I'm allowed twe
garbage cans."

fwathcote had each student choose one of these roles.to assume. Her adult
studcnt teachers then caine in as newspaper reporters and interviewed each of
these Bristaeitizens, asking what it was like in Bristol during the strike. Then
the adults vnu!'e up these interviews, upgrading the language; these became
the documente, a historical importance.

The accots of the strike were very vivid. One girl assumed the role of a
park keeper who had in reality committed suicide, telling the reporter that
she just couldn't bear to look at the rubbish any more. The rats and stench
were more than anybody should ask her to deal with. The reporter who had
talked to the undertaker wrote a letter to the newpapers, coolly stating the
problem as the undertaker saw it.'
Dear Sir:

As a funeral director and a member of our local Society I feel that your
readers should be aware of the particularly great distress which has affccted
the bereaved of our City. No grave has been dug for three weeks, and the
accumulation of the deceased has greatly increased the burdens which have
to be borne by those who have been left behind when,they must perforce
extend the period between preparation and burial.

Another aspect of the problem has been the misconception by the
public of the cause of their distress. We have borne the Whole brunt of the
accumulated frustration and anger caused by the events of those five weeks

on our wholly inadequate shoulders. The more uncontrolled of our
customers have on two or three occasions laid the blame for the dislocation
of our services fairly and Squarely, as they say, at our door. In short, there
are some among our customers who have conducted themselves with little
short of bdrbarous effrontery. Our Society felt that the danger inherent in
industrial action of the kind which has afflicted our community in these
last distressing weeks should be brought to the notice of your readers who
might otherwise feel that we in Bristol are merely concerned with dispute
over ec,Id figures.

Sincerely,

John Smith

0

Code Cracking: Other Areas

205

Another Bristol citizen dictated this letter:
My Dear Catherine!

I am writing to.,..tell you about the last few weeks. I have been very
worried because as a mail t of the strike of dustmen the people in our street

have been putting their rubbish on the bit of waste ground next to the
house. I can't sleep at night because I worry 'about the rubbish catching
fire. I was particularly worried on bonfirenight [Halloween] because I was

afraid the boys in our street niight set it alight. You remember the time

they threw stones at the windows and the cats. Talking about the cats, that
is another thing about the rubbish. The cats have been bringing in mice and
even a rat! I am convinced they are breeding in the rubbish which smells
somethingawful.

I wish they would pay the dustmen what they want because they

deserve it.

I hope the children are well and give them a big hug from their Gran.
Lots of love,
Mom

In addition to interviews and letters, the adult students helped
the young
people compose various other kinds of documents, such as this notice, put up
by the vicar:
NOTICE ON THE DOOR QF ST. GILES

5.11.70
We regret that owing to conditions in the city it will
not be possible to
conduct any funeral ceremonies until further notice.
Anyone in need of comfort or advice see
The Rev. John Hopkins at St. Giles

Heathcbte xeroxed copies of all these documents; and the class, as town
counéilors, worked in small groups to categorize them. They wrote summaries
of the various kinds of materiai, using illustrative anecdotes with quotations
from the original documents. These summaries were to be filed for reference
in the city's archives. One group put their information together in a film to be
shown.Once a year to schoolchildren.

Finally, Heathcote turned the whole class into historians, who had for
their perusal both the original letters, news reports, and other documents and
the summaries of the town coukeilors. The challenge now.was how to reduce
all this even furtheito show this strike in relation to all the other wealth of a
nation's history. The clasi finally reduced it down to a single paragraph for a
history book.
This process of reduction cracked the-code of history. The students' own

experience had shown them what a paragraph in a history book really

isdistilled experience. They would be able to see all iines in history books as
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Japanese paper flowers that fill out in water. They could niakewords become
big and colorful in their minds, without doing a week's Jr.ima each time.
Drama is a particularly effective tool for gaining insight into the patterns
and tensions of community life, thereby cracking the code of anthropology.
Frequently Heathcote will ,delibcrately set a drama back in tinie to a more
primitive agc when tribal conflicts are acted out face-to-face and issugs can be
seen more clearly. An example of this occurred in the tomb drama.* Orithe
next to last day of the drama, lleatheote asked the class what they wanted to
do next day. They decided they would like a ceremony, and Jerry, a: tall,black 12-year-dld, agreed to lead it. He kept to himself how he would do_this.
The next day, :Jerry takes over the leadership of the tribe. He has secured
the support of the dead bodies (who are by this time sitting on chairs rathcr
than lying in the tomb). When he addresses the community, he can get their
attention by using a formal posture, coupled with phrases like "The spirit of
our fathers has spoken."
What Jerry actually does now is to lead a rebellion. The seeds of this revolt
were planted the day before when Heathcote unwittingly did something that,,
as it turned out, some of the children much resented. From their chairs along )
the sidelines, the adult observers were unable to hear much of the dialogue
among the children. To help theni, she asked that. each adult shadow a member
of the tribe and take notes on everything that was said and done. After the
children left, the adults wrote in the form of an anthropologist's notebook on
long sheets of kitchen shelf paper all they had learned about the life of the
tribe.

Thus, when the children come in for this last day of drma, there, along

the end of the long hall, are stretched scrolls with the descriptions and
interpretations the adults have written on them. The session begins with the
reading of this record.
After reading the record, the children drape or tic swatches of black and
brown fabric about them and go back into their roles as tribe members.
Before long, Jerry is instructing the corpse of the dead man for his role in the
ceremony to come. Fe tells him what to say and directs him to speak in a
deep voice.

When he and the man.in-role as the dead man are ready, Jerry calls the

group tcgether to listen to the, words of the spirits. "Spirits!" he calls
ceremoniously.
"Spirits!" Heathcote repeats.

"Come, Spirits!" Several other tribe members join her in repeating this
invocatibn ritualistically.
Then the voice of the dead resounds in an authoritative, sepulchral tone:
"Let the dead be worshipped. May the words of 'those who watched be
destroyed."
*De.icribed in,Chapter 10, "Planning."
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Jerry turns to his tribe. "You have heard the Spirit tell us to tear up the
reports that they wrote." With a long spear lie points to the back of
the large
hall. "Let every tribe member 'go over to tlie papers and tear up those
papers." Heathcote is clearing her throat and visibly tense at this point. She
values the written word and e orts of the adult students
very highly, so she
fmd Jerry's leadership painful t follow.
.
A girl, looking up at Heath ote's,agonized fa e, shouts, 'I
cannot .bring
myself to tear them."
"What the Spirits said,' we m st do," warns Jerry. He ceremoniously
tears
the first sheet, saying, "In the name of the:Spirits."
The tribe hesitates. "Go
aheard, tear!" They join him. After a few moments of
frantic tearing, Jerry
looks at the shredded bits of paper and says with convictiOn,
"These are not
our words, not our laws. We hnve wrote our own laws."
"Then -we can never learn irom others," fleathcote
says in a soft, regretful
tone.
,

"No, we will not ,'elm from others. I want all the tribe
to grab these and
put them in a pile over here."
After they dutifullY do that, Heathcote says humbly to her
leader, "The
unlaw is now piled beside

thetrue law."
Jerry poirits to the pile. "I have read it, and these Spirits
have read it; and
they know it's the wrong law. Now we shall learn
our own law.," He. then
leads a procession doWn to the other end of the
large hall and again invokes
the Spirit of the dead.
"Spirits! Spirits! We have <lone what you have asked. What
is your wish?"
The Spirit doesn't answer.' "Spirits! Spirits!" Jerry calls
again.
"The words
of our tribe are now the only words."
"Behold the wordi of the past," the Spirit
those words that are not our words. May they says solemnly. "Thus have died
never retUrn."
"Yes, oh Holy One."
Then the tribe follows Jerry's lead and sits in
a circle. They begin to think
about *what, they have just done. One girl in role
as a woman of the tribe
thoughtfully confriiiits Jefry, "You have just tdrn
up
what our tribe is about.
What are we if we are not that?"
"That we have not wrote. This we have wrote," ne
..ys, pointing to their
records. "That is not our law," he says, forcefully gesturing
with his spear.
"Howdo we knbcw?" asks the girl.
"The Spirits have spoken. No reporters will come on
our land."
"But I trusted thewords of the reporters."

"Why did you trust them?"
"Because they spoke true about our-tribe."
Another woman says, almost to herself, "It is
against our law to destroy."
Jerry is hard pressed ncw; he calls on the Spirit again. "Why
did we tear up
the laws of the strangers? this woman asks. Our law
says not to destroy."
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The Spirit replies, "Let riose of our tribe behold the words of the past. You
are as we were, and thus it shall_be done and understood. in our tribe. That
which is hone is of the eyes of those who t: not of il."
"You hear?" says Jerry, vindicated. ' After this, nO one shall come in :_dai
.
visit on us."
When the drama is over, the chihlren dikuss.what they have do,te, They
have experienced the classic con froptation of the tradi)ional tribal .i.:;;tier with
members of the community who 'are ready to open themselves V. new understandings.
r

One girl says', "Oh, the excitement of knowing that Jerry was on the
spotbut actually we were all on the spot." Jerry assumed what he thought
would be-a very secure role and played it with ritual and formality, only to

,discover that he wn.s suddenly mope vulnerable than he had expected. Jerry's
choice Of tearing up the records provided a moment of superb theater and an
unforgettable entree into the inevitable conflic t. between anthropologists and

the subjects of their study. The problems on both sides are the heart of
..,

anthropologiCal investigation.

Heathcote is sometimes asked to use drama in career education, helping
students identify with the demands of a particular vocational role. She does
this by having each class member take on the "mantle of a discipline" as she

calls it. The student tries to see everythint: with the eye of one who has
chosen that responsibility. Pushed to identify; she or he discovers wayito be

effective in the career

%le. ikain, what Heathcote is getting at is the

appropriate inner attitude a
eeling.
We have keen hovf she helped students identify with historians by studying
the Bristol garbage strike:In the tomb drama, her first goal was to give the
students insight into the career of the archaeologist. She knew that if they
%.

,

,

could capture the tension of the archaeologist's eye, the toMb's mystery
would hold them to the drama. She wanted them to face the challenge of
explaining the grave's arrangement and artifacts and defending their
interpretation of the life of this culture, now dead. The zroup took up the
challenge and worked very seriouslY for the four days they were scheduled
with her. They probably would have gone on exploring .ior much longer had
further sessions been possible.
ileathcote provided thc group with virtu:41y no information. She .simply
asked earnestly such questions as, "Have we any evidence that they had fire?"
_

,

.In response to this question, the children first noted that-nothing was
charred; then'they discovered the clay pots and decided they must have been
fired. They drew pictures of the artifacts and described possible uses for each.
They- arranged the pictures, descriptions and artifacts as if for a museum
exhibit. They wrote reports of their conclusions:
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We think they had to wear a sort of Mustard colored powder in order
be brought into the group. In every shell or bowl next to them there to
are
some seeds. Maybe their tribe thought they would be brought back to life
as someone or something else.

We think maybe the reason they died is because they did something

wrong in their tribe.and were periecuted.
Food Gathering:

Rope in child's hand suggests it was used for fishing.
Bones and -spear:, hunting
Bowls with grainwild gathering,.

As a news reporter, Heathcote went from group to
group asking the
archaeologists for information. She pushed them for interpretations
and
conclusions. The

responses she got were in this mode: "They must have been
nomads or have done some trading, 'cause I saw some hardwood'
bowls, and
there are no hardwood trees around here." "They must have
been neat w,ter
because there's a tortoise shell, and it's very arched." In
respOnse to th'.
comment, Heathcote supplied information by wondering aloud, "I don't
knw whether all turtles live in water. Do they all have to have access to
wa ter?"
"No." The child agreed to check on it for the report for
the press. Thus
the archaeologist's commitmen't to accuracy and caution in
interpretation
VMS
reinforced. At'-the enrof the drama, Heathcote brought
in a 'real
archaeologist to answre the children's questions 'about her work and
to share
with them' what ve f';rough her mind as she examines
artifacts. She had a
rucksack full of thi. tz.o:.'of her workbrushes,
screen, pick, and so on. These
she demonstrated, emphasizing the pressure that is always
part of hcr work,
the pressure not to break any precious artifact. By laying
out the tomb carefully, Heathcote had planned to evoke a spirit of inquiry..
Once that was
established, the children were ready to ha,. e a meaningful dialogue
with a real
archaeologist.
1

Heathcote is convinced that too often teachers throw information
and
- texts at students in such "flarniitg big wady..es" that they
are
overwhelmed.
Whatever the curricular area, she uses drAa to simplify and
focus on one
particular long enough to illuminate it. From this single,
significant understanding, children can move into what might otherwise
th( y have cracked a code, they can use the remainder ofseem forbidding. Once
their lives to broaden
and dee-pen their learning.

2

18. THE HANDICAPPED

Ileatheote's approach to handicapped students is not different in kind
from the way the works with any class. This is consistent with her commitment to concentrate on what all human beings hold in common .rather
than on what distinguishes or separates them. Because we can project into

another person's circumstance what we have learned from our own
experience, we zan identify with others. This gives us a base, as it. were, inside
another person's psyche; from there we can explore those areas within him or
her that seem different, that we have yet to understand. To effectively teach
learning disabled, emotionally disturbed, or physically handicapped people,

teachers must identify solidly with the learners, just as they must with any
other students. If these learners seem very different from the teacher, he or
she has a harder task, but the gap Must be bridged; if not, the learners will
sense that their teacher is just another person who is alien to themselves.
Because Heatheote does not see even the most severely brain damaged Or
psychotic individuals as persons with whom she cannot identify, she fintis'

that the same techniques can be used for any group of students. Thus,
throughout this book, I have illustrated various of hcr dramatic techniques
with examples of her experiences with disabled learners. She often uses such
groups as a testing ground for a new technique. If it works with a mentally
handicapped group, it is even more likely to work with a group which has no
such limitations.
She urges her student teachers to work with the learning disabled, because
the pressure they provide is a good proving ground for any teacher of any
group. With the mentally handicapped, you have to rely more on what you
210

2

The Handicapped

211

are than on what you know. Your Signals to the group need to be simpler,
more blatant and direct, and your pace needs to be slower. You cannot
depend on the group to take over the leadership from you as quickly or as
smoothly as other classes do.
One thing that is the same with all groups is the necessity of findMg what
interests them. With the mentally handicapped, in fact, if you ignore their

interests, you :will lose them altogether. A challenge that Ileatheote has

discovered almost always interests a_group of learning disabled persons is to
prove that they can be responsible, that they can make a useful contribution
to a human community. This, of course, is not all that different from the goal
of any other group; it is just that for the disabled the challenge will have
to be
simpler in order to be one they can cope with or a problem they
can solve.
Also, a learning disabled group is less likely to approach the challenge with
a
confidence born of previous success.
Once Heatlicote met with a group of mentally handicapped 15-year-olds
who knew they were in a special school"a daft school," as they called it;
they didn't like it or themselves. She decided that what was important
was to
show them that they could accomplish a difficult task. She began os usual
with questions: "Are you good at remembering things?" Then she asked them
questions like what they had for dinner the day before and what clothes their
regular teacher had worn yesterday.,Finally, "Could you remember
a message
if I gave you one?" By this time, they were sure they could. She asked
them

whether they knew of any other countries where they might start their

drama. They mentioned three; she chose China because it was the farthest
away. She told them that it was a long, long way away and would take ages to
reach. Then she asked them, "If I give you a message in China, can you
remember it all the way to England?" They eagerly assured her
they could.
So she wrote out the message on a large card:
China needs help. Can the Queen of England please
send help to the Chinese people?

Before their journey began she warned them, "It you are caught, nobody
must know what this message is." They talked about the problem, They
decided that they might not be able to remember the message for the long

trip, so they should write it down. Then they decided to cut the
message apart
and give each person one word. That way, if they
were captured, no one
would know what the message was; at the same time, if they forgot
the whole
message, they could reconstruct it from the separate words they carried.
They took a few minutes to practice reading their words. Then
fleatheote
asked them where they would put their cards for the long
journey, where
they wouldn't get wet or stolen and the writing wouldn't wear off; gradually
they began to secrete the cards about their
persons. Then the journey Pegan.
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It lasted all morning-40 days and 40 nights in terms of the drama. Finally,

the group reached tile Queen of England. It took them a long time to
reconstruct the message (those with words like "to" or "the" had the most
trouble). At last they pulled it all together and proved to themselves that they

could use their minds to remember things, even if they were in "a daft
school."
Although she keeps the challenges simple, Heathcote never removes from a
class, no matter how disabled, the primary challenge of taking decisions and
acting on them.. Her goal is to help them discover their own competence, and

that cannot be done if she becomes just another adult who "takes care of
them:"
When meeting with groups of psychotics, Heathcote aims to show them
they can cope. For one group of adult women in a state mental hospital, she
brought in a huge pile of old party dresses and formals, long necklaces, and
scarves. These.she sorted by color and distributed on a long row of chairs
along the wall of a large hall. When the group of psychotic womenall of
whom had been hospitalized for a long, long timearrived, Heathcote told
them they were going to a dance. Their first task was to choose from the
array of finery on the chairs a suitable outfit for a ball. Here they were,
depressed and confined women who had never had a lot of anything in their
lives and who for years had never had any reason to dress up, proving to
themselves that they still had the wit to .make a choke and the spirit to
dance. After they helped one another dress, they prepared refreshments and
invited the staff to join them at their party.
One of the most effective ways to arrest the attention of a group of
learning disabled or emotionally disturbed persons is to put another adult in
role, this way you can lure the group to a focus that lasts long enough for
something to happen.* If the one-in-role is vulnerable or in need of help, the
class has a valuable chance to prove their Competence.
One of the most effective roles with brain-damaged groups is the wild man.
When one group of hospitalized, severely brain-damaged children came into
the room where Heathcote's drama lesson was to be held, they saw only a
screen. From behind it came agonizing snarling, growling, whinning,
smacking, tearing, and yelping sounds, such as a lion might make in the height

of a struggle. (This was actually a tape recording that two teachers had
prepared earlier.) Bits and pieces of animal skin flew out from behind the
screen. When the children finally ventured to peer around the screen, they
saw a wild man (one of the teachers in role) dressed in a tattered skin. He lay on
the ground, all disheveled; it looked as if he had just been in a great fight with
a wild beast. Fre gave the class a need to care, to respond, to help. They touched

him to make him feel safe; then they fed and washed him. Heatheote always
prefers to give classes real things like this io do, not just exercises in drama.
*See Chapter 11, "Using Role in Teaching."
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Sometimes she ha r. a class discover a wild man in his tent on an island. He
can be both the one who knows less than we do and may need our help and
also the one who can take us into another world. When Hcathcote brought
one group of learning disabled by boat to an island and then over to a tent in
which they found a wild man, she said, in role as a member of their group,
"We're very hungry."
The wild man looked up. "The trees have fruit." So-Heathcote and the
children climbed the trees on hisisland and started to bite into the fruit they
picked. The wild man would not let them do this. No, they must first ask
the
blessing of the rain and the sun before they dare eat. The wild man, who

might have been helpless in our world, could give help to others in his.
Heathcote once sei up a small, adult woman in role as a bird for a group of
mentally handicapped 16-year:olds in a hospital. She covered the frames of

the woman's large Oasses with aluminum foil and shaped them
out at the
upper corners to accentuate her eyes and to suggest birdness. She dressed her
in a long, flowing gown and fastened nylon scarves of
many different colors
around her arms and body to suggest feathers. When the class comes.in,
there
she sits, looking droopy but brave.
The first boy to come in is very sick; his wheelchair is pushed right
v.i) to
the bird, who is sitting on the floor. He stares at it steadily, and then he
says
to Heathcote's hand (for he is too weak to lift his head to look up at her
standing beside him), "You should never cage a human bird." Heathcote
moves her hand to show that she has heard.
The group decides to rescue this bird, but before they can take off with
her, they need to learn to fly. A boy who has only
one arm teaches them; he
captures the essence of flight in his feet, and thc rest of the class
respect this.
They help the bird in her struggle to fly by holding up as many of her
scarf-feathers as possible and supporting her with their
encouragement. The
result is a bright, undulating flurry of scarves and fluttering feet.
Heathcote uscd nonverbal signals to move another group of severely
disabled, hospitalized children into the world of the fairy. She
knows she
cannot effectively tell this group fairy talestheir attention span is too short,
and their language too limited. So she sets up an adult as a fairy princess,
dressed in a conventional way with a crown, wand, and spangled lawn
gown.
When the class comes in, there is no flow of words:
in their real life
experience, they are too Often battered down by
a stream of language they
only vaguely comprehend. Here, they are surprised by
a nonverbal presence
and silence. The fairy seems to cry out for a verbal
response. Many of these
children have never learned to speak, because their circumstances do
not call
for it. The nurses who are responsible for their care have neither the
time nor
the patience to build the associations that other children
make between the
thing and the word. Caretakers dress and feed them efficiently (all
too often
entirely without words), so they are cut off from having to
use language to get
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what they need. Heatheotes goal with these chadren is to use the nonverbal
signals to win them to the verbal. She has found that the disabled bring to the
world of the fairy something quite primitive. They seem hungry for the
experience of the magic.

Once she brought a fairy princess into a group of psychotic children. In
this case the children have language, but they need a stimulus fir cooperating
on a group task. In this case, the stimulus is the fact that the princess's feet
are bare. Although she bas all
other accoutrements of a .traditional fairy

princess, she has no shoes. The iirs: question the childrm ask is, "Why no

shoes?" Heathcote tells them that a witch has a spr" on her. The class
members decide that she cannot move until they find t.,ut what her name is.
So theY begin guessing. "Bob," "Mary," "Tea"out come names Of boys,
girls, and things. None of them breaks the spell. 14atheote has instructed the
princess not to make it easy for the class to win. The group .returns to the
problem of shoes. Maybe if they can find the princess some shoc'i, che can
move.

he next day Heathcote brings in a heap of shoesold, unmated, and of
assorted sizes and styles. As before, there stands the princess, looking happy
enough, but still without shoes. The class works together to sort and classify
the heap of shoes, into pairs, if possible. Then they laboriously try on the
princess all the shoes they think are pretty enough for her. None fits. The

only ones they consider truly suitable for her are a pair of tiny Cbinese
slippers, but these are too small. So the whole group go down to the hospital
shoe shop and get some silk, plastic, silver cloth, and needles and thread; with
these they make the princess some shoes. They fit like canal barges, but they
are unmistakably princess' shoes, and when they put them on her, the witch's
spell is broken.
This event leads Heathcote to move the drama on with the question,
"Where is she going?" The princess insists that they must guess, which they
do. The role itself keeps thumping in the idea that this is no ordinary person:
she is different. The class brings the world of the fairy into their description

of her journey, urging her to tale them with her. Thus these psychotic
children, who all too often find themselves trapped and immobilized by their
private fantasies, are eagerly sharing a group fairy tale.
On another occasion'Heatheote's goal was to help a group of severely

learning disabled 0-year-olds develop the concept that "meat nnfs about
before you eat it; it is alive and moves." She begins by introducing them to a
hungry baby in a cradld (a doll with a taped cry). A woman in role as a gypsy,
looking concerned and hungry, keeps picking the baby up and then putting it-

down again. The group try to comfort the baby, but to no avail. Then
Heatheote brings in a dead rabbit with a wound in its throat. The children
have lots of questions about itwhy its e'ars are at the bottom instead of at
the top, for example, and why it isn't running around. They want to touch
9i)
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the wound right away, discovering for the first time that blood has a taste and
a smell. Heathcote brings in a friend who very gently skins the rabbit in front

of the enraptured class; when the skin is off, he lays it on the baby. The
children think they have two rabbits; they take the skin and put it back on
the carcass of the dead rabbit and want it to run around again. Finally,
Heathcote begins to cut up the rabbit meat and put it into a large pot from
the hospital kitchen. She adds vegetable's she and _the gypsy woman have
carefully peeled and washed as the class watched; ceremoniously, she adds
water. Finally, she and the class take the pot to the kitchen and put it on the
stove. When lunchtime comes, Heathcote brings out a. rabbit stew she has
made at home the night before (there?hasn't been time to really cook the
stew she has just prepared). They all share the stew-and give so-me to the
baby. The hungry mother joins them, looking very happy.
Sometimes Heatheote's goal is to help a group of normal children develop
an acceptance of others who are not like themselves. Once she was asked to
help smooth the transition for a class of blind children who were to be moved

from a small house into a classroom in a nearby school of 900
sighted
children. The situation was potentially traumatic for both the sighted
and the
blind. She knew she needed to work with both groups.

She began by working wiit one of the classes of sighted children in the
large school. She brought in one of the teachers in role as a blind
man. He
wore a papier-m'ache mask which was molded to his face; it had no
eyes, and
the class quickly accepted the Big Lie that he was blind. He sat calmly in thc
middle of the roomhelpless. The class decided to help
him deal with his
"blindness." They tried to teach him how to handle his problems:
How to eat
with a spoon, get about the room without bumping into things
or falling,
entertain himself when he could not read or look at pictures, and
so
on. The
"blind man" learned very slowly.
After several days of working with this "blind" teacher,
the children
became frustrated; he was just too inept. The didn't know
what to do with
him. In their straggle with this big problem, they hit
upon the idea of finding
some other blind people who could tell them what blindness was like and
help them teach him bow to cope. Hcatlicote had just the
group for them; the
class that was soon going to move into their
own school.
They slowly led their stumbling teacher down the
street to thc house
where the blind children went to school. There they
met a group of 11-yearolds, all of whom were blind, some with shocking facial
disfigurements and
gaping holes where eycs had once been. The sighted
children
brought their
problem adult into the middle of the room and sat him there. They
were not
sure how to introduce him to a group that he could
not
see
and
that
could
not see him.
The blind children knew what to do; they began
to feel himhis size, his
balding head, and, to their great fascination, his
mask. Before long, they too
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wanted masks, so they and the sighted children eagerly made eyeless ones like
his for all of the blind children to wear. When they had put theirs on, they set

to work on the adult. Their approach to his prOblem was not bemoaning,
compassionate, or sentimental; instead, they were ruthlessly practical.-Here
was a big, blind person who found it difficult to get on in the world; they
knew how to help. First, they led him to a wall and had him shout at it. Then
they turned him around and had him compare the sound when he shouted
into the middle of the room. They moved him a bit farther from the wall and
had hiM repeat the process. They put a chair between him and the wall to see
whether he could detect it by the way his voice bounced off it. They changecl

the furniture into an obstacle course and made him learn to find his way
through that maze. The next step was to take him outside to learn-to play
cricket. ."All you have to do is shout 'Ball!' " they assured him. They wQrked
painstakingly, patiently, but inexorably towards the end of making their pupil

independent. The sighted children began to respect the efficiency and
practicality of their blind peers' relentless instruction.

A few days later, the blind children came to the big school to see how
their adult student was getting on. They arrived in their eyeless masks,
creating a stir but avoiding the shocked responses of 900 sighted children who
might otherwise have found them grotesque. Instead, they were fascinated. The
first thing the blind children wanted was to be shown around the school; each

one was paired with a sighted child from the class that had the "blind"
teacher. The blind children insisted on walking ahead while their sighted
partners guided them only with words: "Here's a step"; "Turn right now";
"See the door." Then, to the amazement of everyone else, they had a race
around the building asking their sighted partners to shout as they came to
landrnarks: "Step!" "Corner!" "Door!" When they got back to the classroom,
the blind children were ready to show the masked adult around the building.
The sighted class again was fascinated; the blind children in their ovin brief

walk around the large, three-story building had learned everything they
needed to know about it; they took the teacher up and down stairs, through
halls, and into the boiler room in the basement. They pointed out the fire
extinguisher, telephone, and urinals in the lavatories. Then, confidently, they
verbally guided him back to the classroom, insisting that he walk without
touching them. There they were, after one brief instructional tour, showing
the recently "blinded" teacher how to get around in his own school without
h is ey es.

What Dorothy Heathcote had done was to put the disabled into a position
of power, of being needed. Although they were strangers, they now knew
that even the students who had been there since kindergarten had never
needed to master. When it came to teaching the blind adult, they were clearly
in charge. When they took off their masks, it did not matter what their
sightless eyes looked like; they all had names and friends who had shown
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them around. The "handicap" was no longer something to be pitied or feared;
it was simply a significant fact to be dealt with and respected. Each sighted
child had learned --something new; to share-pleasure with a touch that
meant a
'smile.

'
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19. TEACHER TRAINING

Heathcote typically begins a course for teachers by asking each of us to
assess our own condition.* She also initiates what amounts to a value clarification process for adults. As students, we first identify the central concerns
that animate our personal and professional lives, the values that we do in fact
live by. We share these publicly, listing them on long segments of shelf paper
and posting them around the room as stimuli for one another. Throughout
the course, Heathcote reminds us that it is the quality of our lives that
determines the quality of our teaching; when we look clearly at ok.. values,
we have a clue as to why we teach. What is centril in our personal lives

probably be the, underpinning for the most important thing we want our
students to experience when they are with us. As Heathcote knows, we are all
rooted in the rich soil of Our beliefs. If Our teaching stems from these, if it

remains true to our values, we will fisnd we have what she hasan eversurging energ to go on, a drive to keep at the task, based on assurance that
the goal is right.
With characteristic realism, Heathcote

ints out that each of our central
values has its dark underside. There is o such thing as a human strength
without its inherent weakness. For extnple,one of Heathcote's own core
beliefs is that you have to help yourself. She values erfort, work at the task.
She finds it too wasteful of energy not to start right in. What's done is done
and over; get on with the next joband don't expect anyone else to pick up
your burden. Because s'lle believes this so strongly, she has to work to
counterbalance this value in her teaching. She realips that something she
needs to concentrate on is being gentle with children and sensing when not to
push them to a greater effort.
In training teachers, Heathcote is not in the business of giving how-to
gimmicks or little tricks of the trade to help them through a lesson. Instead,
she is helping them come to know why they're doing what they're doing. She
*See Chapter 1, "Edging In."

9I
218

Teacher Training

219

wsants them to learn to be vital, alive, tolerant, patient, observing people who'
trust themselves and are capable of creating a good working relationship with

others. She Wants them to be aware of both the potential and the limits of
their personalities and values. She wants them to be able to put aside any
anxieties so as to be free to respond freshly and capture the possibilities of
any teaching moment.

This is a tall ordertoo much for most to achieve in a lifetime. Yet

Heathcote demands a response, a beginning toward this end, within the
first
week of a course with her. She expects her students to take decisions, work
hard, assume roles, plan teaching strategies, and execute drama lessons.
She
finds absurd the whole notion that one cannot bubble until there's
enough
warmth. On the basis, of this metapho, many teacher training
institutions
pass on information and techniques for years before students are, allowed to
try their hand at teaching. By that time everybody else's expertise has
worn

them down. They cannot deal with all they know, and they have no
experience of their own that they can trust and build on.
Her expectation that every student start riet in is unsettling. Many in her
class find themselves at sea, awash in a turbulence that
seems to demand too

much, too fast. The old rules aren't holding; the old stance of teacher in
relation to class and material seems no longer safe or sure. The attitude that
"all things are possible". and the deliberate ambiguity which Heathcote
Projects are fraught With create tension and danger as well as stimulus and vitality. With less reserve than any other studentsyve.ever known, Heatheote's
cry
and laugh; lash out in anger; talk with one another in animated, anxious
tones
over coffee that seems a crucial familiar ritual in a strange
new 'milieu; and
touch and embrace one another and her. She does
manage to get to the heart
of the matter in her training of teachers.
When you are actually working with children, Heathcote
never judges you
on the basis of how the drama goes. Instead, she looks coolly at the work
itself, sympathizes with your feeling when it is going badly, but
her critique on how you could make it go better next time. Theconcentrates
goal bf the
critique is to help you learn how to carefully control their
signalling. It is
important that you not be trapped into verbal or nonverbal signals
you don't
mean to give. .Aggressiveness, lack of interest in the children
as, persons,
impatience, fatigue, not caringall these signals, whether they
are calculated
or not, have an effect on the class.
Hcathcote's critique has a forceful candor. She judges your work the same
way she judges her own. If a student weeps, she helps that student recOgnize.
this release for what it is: the effect of a longing and
a ,ealization that are the
first step in moving forward. Her harshest reprimands
are reserved for the
strongest teachers. Here are some typical comments.
"Here's where you might have applied a press."
"You missed a chance to pick up that child's contribution
and feed him
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back the implications of it"
"You have an indolent effect when you stand. Work at projecting some
muscle, or stay seated and concentrate on signalling your energy and drive."
"There's a restless presence about you that unsettles children. Work at
signalling patience and responsiveness."
"Say leks, and support what you do say with volume and ntent."

"Rely more on what you are."

"Your statement 'That's great!' was a dangerous one. Their effort had
been minimal, which is what they knew in their hearts, so your congratulations made them dislike themselves."
"Stop talking down. He didn't like being called 'Honey'; did y6u notice?"
"Your smile is weak and ineffective when you end your sentences with
`OK?"Understand?' or 'You see?' These are really pleas for the class not to
reject you; you are giving them a chance to say `No.' "
"Stop promising them the drama will be fun. It may not 1Je for them."
"Look the students in the eye. They don't think you care about them."
"You said you were happy in words alone. Next time do it with your
posture as well. A dance, perhapg?"
Sometimes Heathcote uses a drama as a way to get teachers to look at
their: characteristic teaching strategies in a new way. For example, one time
she was asked to lecture to the staff of an exclusive English school for boys
with IQ's of 120 or over. The staff was not familiar with the use of drama.
Instead of lecturing, Heathcote decided to demonstrate; she asked for eight
boys in swimming trunks to assume roles of a primitive tribe. She knew she
would have less chance of getting at the notion of the primitive if the boys
wore their usual school outfits (eighteenth century garments appropriate for
the architecture: suits with knee breeches, yellow stockings, linekled shoes,
baggy white linen shirts, and long coats).

When the eight boys came in, they assumed rolesboat builder, sage,
fisherman, and so on. She put the teachers in the role of Her Majesty's
Commission to examine this tribe and charged them to advise the Crown:
1. How will you examine the concepts this tribe holds?
2. How will you set about teaching this tribe that there is more world than
they have yet known?

3. What proposals do you have for integrating this tribe into the
"civilized" world?

She gave them these three challenges because she decided they express
exactly the commitment made by anyone who signs a contract to t ch. The
teacher's task is first to understand where the ,tribe is and then
.ieek to
teach it what the world is like in such a way that it can live in that world.
The boys started to work at their chosen task; the teachers went over to
them to find out about their tribe. Hcatheote, in role as One of the' tribe
members, started miming domestic tasks. After a few minutes, she began to
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wander among the tribe, asking the boys questions like, 'How much has he
learned about boa tbuilding?"
"He would learn more if he started to build it. As it is, all be does
is ask
questions, and I grow weary of this. He has asked me why I build little
boats,
but I have already told him I have no tail tree. Why does he keep
asking me
the same questions over and over again?"
So it went for a while; then, because they felt they were getting nowhere,
the teachers left the tribe and talked with one another. "There
must be better
ways of finding out than this." They begin to experiment with otIo.r modes.
Finally, Heathcote pulled them all together. In role as a -governmental
'official, she asked them-what they had discovered. The ;.eachers
responded in
a high moral tone. "This child believes in no god!"
"This child seems to want to lie about and do nothiug." (In actual
fact the
tribe has been working very hard.)
"This child has no maturation."
The group of able boys soon sensed what was happening. One of
them said
heatedly, "You haven't even begun to find out what I believe
about gods.
Asking questions like that gets you no place." What thf! ,irama
showed the
teachers was that they knew only how to ask typical teacher
questions. They
didn't know how to join the boys and learn in other
ways. Heathcote showed
them how to get at the beliefs of the uibe by asking
questions like, "Where
did the first man of your tribe come from?" She asked
this question of the
tribe's,storyteller; here is what poured out:
There was a man taller than tth. tallest tree, and he took the tallest
tree
and cut it down and made of it a boat. In it he sailed into the
center of the
forest to find a mate, and together they tame back sailing in the
tree, but a
serpent blocked their path.
The woman said, "You must slay him,".and the man asked, 'rlow?"
She said, "Take a poison branch and feed it to his mouth." The
so, and the serpent lay dead across the boat. The man took it andman did
as a necklace. They came back down into -iur valley, and this wore it
was the
father of our tribe.

Through this drama, Heathcote worked to help this
group of sophisticated
teachers find new ways of relating to people. She
also wanted them to begin
to respect the fact that their classes could capture the
essence of the primitive
by identifying and creating, not just by taking
in information the teactiers
presented.
When Heathcote is teaching teachers to use classroom drama
themselves,
she bears in mind that the one most essential
element is always the teacher's
own seriousness and belief. After a group of children have left, I
have sen
Dorothy lash out in anger at a class of adults who
have been watching a
drama and laughed at what the children said.
seeir g the work from the outside rather This she calls self-indulgence
than the inside and, therefore,
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letting oneself be en tertainet by it. She asks no less of the adults in the room
than she does of the children, namely, to respect the work and to at least try
to beTieve. She knows this is not easy and readily admits that her hardest
work. (she, does it all the time with .her adult elass,:s) is to get a group of
teachers to participate responsibly in an improvisation. Perhaps this is because
they liave chcisen a career that gives theni the fl,-.or, that depends on their
expressing their individuality. They can .basically stand alone and haVe their

owh way. There is in their personality the need to be the loner with an
audience. However, in classroom .d.rama no one person can 'monopolize the
floor, tan be a star. What any One person does always has to be donein the
context of others.
Heathcote puts her classes to work on improvisations'that test and develop
their ability to receive an idea:---no matter how preposterousand vat it to use
.dramatieally. The minute you laugh or "go weak" on your role, you are to
say to your partner, "Sorry, I've let it slip," and start again. The goal is not to
enjoy silly or outrageous .conversations, but to take an absurd statement as
though it came from someone in a class and respchal relevantly, within the

logic of the statement itself. You can laugh only at what you don't take
*seriously: nd teacher shouhl ever laugh at anything a child offers in earnest,
no matter how far off the subjec t it seems at the 'time.

The goal of working with classes is to get the children to cOntribute of
themselves. One consequence of success is often that the.childrees contribution destroys what the teacher is working for and introduces instead a
distraction that clutters up the drama. There is no use trying to reject it; so
doing, you would-only inhibit whoever made the contribution and alienate

that child from the processistead, Heatheote. will accept the irrelevant
comthent with the same serion'Sness with which it was offered and keep her
regrets tb. herself. She will never jump outside the group task and make fun
of the child's logic. The only time she rejects a contribution from a child is
when she is sure it is intended as a joke. In that case, she will sometimes laugh
with the child, then say Tirinly,"Now let's Iy to go baek into it."

Heatheote uses exercises to help her adult students learn to accept a
different kind of logic from their own. In one of these, the students work in
pairs; one partner in dead seriousness makes the most preposterous statement
she or he can think of: The other partner responds equally seriouOy with a
devdopment of this. The two of them carry on the con, a.sation as
long as possible without snickering. Suppose one person says, "Ill bet I could
turn that lamp into a sari." The other might respond with, "Would you heat
the metal before you tried to beat it flat?" If one says, looking at a small box
of paper dips, "You know I, sleep in a box about this size," the other might
come back with, "Do you go square or break..into pieces?" Although this
sounds like a party game or a stand-up comedy routine, it is actually one of
the best ways I have ever tricd of developing my capacity to accept and
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respond to child logic.

One timq Heathcote tested our ability to accept the preposterous by
announcing to about 45 of us that tin.; time had come to knit the tigers'
tails;
Someone asks a question; Heat. !mote replies briskly, "The instructions
were
on the leaflets we sent out. Did each of you bring your four needles, and are
they all the right .sizes? Check your forms and see. I'm slot bringing these
tigers in here until I'm sure you're ready."
"Are the fangs removed?" one' adult asks nervously.
"Of course not; I didn't promise you that, you know."

"Please, I feel you need to review the rules for us before
you bring them
in. Can we play with them?"

"Of course," Heathcote says with a warm, confident smile. "They
love
affection. Pet them as much as you like. Of course,
you are not to feed them.
You know that. If you accidentally get eaten;' you
must tell me straight
away." Her tone is serious.
"What are our chances of getting eaten?"
"Once we had a problem, but that was when a nonknitting tiger
got in,
and then someone
insurance."

got gnawed. You needn't worry, you know. I have

."How do we finish the knitting without 1:z, !'ng the
tiger?"
"Just don't attempt to cut anything wi: ; L'u are ready to cast og. YouI
Lind a syste.m; it has something to do with the tigers. just let the
experience
happen to you.

And so Heathcote pes out and brings a Hg tiger back
in. She leads it over
to our group of four adults, one of several sitting together
on the floor. We
move aside and coax the tiger to lie down, then take turns stroking it gently.

Before long we have decided who will keep the tiger relaxed
while the rest of
us knit, and we-stay with the job, believing in that tiger that lies there beside
us. Because we do not laugh or even feel particularly foolish,
we are proving

to ourselves that we can sustain our "envn belief under
even the most
preposterous of circumstances. For most of us, this is signifi,ant break-

through.
Characteristically, Heathcote gets adults into movement as part of an
improvisation, knowing most of us have a penchant for keeping everything
at
the verbal level. One time she had the class, working in
p.airs of the same sex,
pantomime pairs of nuns in a convent or monks in
a monastery. We were to
develop our relationship solely through movement. Our task's
were confined
to a garden; each of us was to choose an attitude to
projedt as we-worked.
One of us might have the attitude "I believe God is
in every one of these
cabbages." The other's attitude might be "I can't wait to finish planting."
fleathcote gave us plenty of time to elaborate
our relationship in movement
alone, using the task to make the attitudes explicit.
Another eyreise as to
take a piece of sculpture such as an abstract foan of
Barbara Hepworti;'s and
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try to reshape its tension with our bodies.

Another of Heatheote's goals is to help us see common objects in new
ways. For example, whenever she is trying to visualize a scene, she imagines
what it would look like if she flew over it: brought it close to her or walked
up to it; lay down under it; felt it; weighed it. She is interested in proportion
and form. When she thinks of a monster, she feels the e-arth shaking under its
feet. Then she gets inside the monster and thinks how it looks down on a
man: "Aha, a morsel!" Another way she thinks is to reverse a response--when
she is thinking of people afraid of ghosts, she turns it around and considers
ghosts afraid of people. She sees people looking for ghosts and then ghosts
looking for people. If a group of children want to do a play about dolls, she
asks, "Woulfeyou rather be people who don't understand dolls or dolls who ,
don't understand people?
What does Heathcote do about classroom management? For one thing, she
never ignores disruptive behavior. If a child falls off a thair, for example, she
immediately notes that- fact. Sometimes she laughs with the child first, bet

then she helps the child get back to work. To pretend not to have, seen
something that is obvious is to imply that you are &fferent from the class,
that you are not quite human. Besides, if you ignore disruptive behavior, the
class is likely to assume that what they've done is all right. It is crucial that
they know that there is a point beyond which you will not go. Heathcote
communicates to a class that she can reprimand, forgive, and then forget the
incident and get on with a task. Her forgiveness is clear in her warm . honest
smile. She builds a trust between herself and the class so they are usually
v.:Hi:1g to work seriously and confidently.

Heathcote showed me how to use drama in a single six-week course; I had
no previous training in theater. That six weeks' experience has enabled me to
use body movement, mime, and teaching in role regularly as part of both my
college and my junior high English teaching. More fundamentally, her course
enabled me to act tin my basic beliefs and to assume a role with conviction,
thereby realizing a flexibility I never knew before.

20. GUARANTEES FOR DRAMA

Throughuut this book i have shown what drama can do: how it can help
classes catch a vision of the universal; internalize experience, reflect on it, and
put it into words; and open up other zurricular areas. Now to conclude, I
will examine the legitimate goals of classroom drama, and what a teacher can
guarantee to achieve.
Heathcote distinguishes between goals that are realistic and those a teacher

dare not set. In the former category are those goals that you can guarantee
not only to work towards but to actually achieveextending the students'
vocabulary, for example In the category of goals she dare not set are what we
in American educational circles might call "measurable behavioral objectives." Heathcote knows she cannot guarantee a particular level of achievement in vocabulary developnicnt for any particular child or group of children.

To do so would be to. assume for herself a measure of control over the
motivation and response of other human beings that isinconsistent with
respect for students and for hOnest human interaction, This is how Heatheote

talks about her goah in drama teaching: "There are some guarantees I can
make." She will only guarantee what she knows she is ready to tackle and
stay with and come back to over and over again. She does not limit herself to
working toward what she has guaranteed, however; she is also making
tentative sorties into new areas all the time. If these sorties pass the test of a
positive response from the class, she will then set goals in these areas. She
may find, on the other hand, that a group is not ready to respond to a new
challenge, or that working towards a new goal'inhibits the achievement of one
of her other goals. Then she backs off and will not guarantee that goal in her
teaching.
225
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Thus, whenever Heathcote is called upon

to write out her goals in teaching
,drama for a school system, she defines them
in terms of general human
growth and the direction of growth,
but never in terms of what she will
guarantee that any single child at a particular
age will achieve. Her goal

what she terms "progression" in each
of these general directions:
1. From whole class to more individual
interest projects
2. From

is

gross, obvious action to experience that is

more subtle and
complex in its purpose, demand, interaction,
and attainment

3. From drama that- is for the
participants only to drama that takes
account of an audience
4. From the taking of limited dccisions
to the taking of ever-greater risks
5. From reliance on the teacher to independent
action in which the

teacher is redundant
6. From bold and obvious use to
subtle use of the tools of drama
7. From unselected to carefully more
selected words, gestures, and
actions to
make a drama explicit
8. From improvised drama, "a living througI;"
at life rate, to the interpretation of a script
9. From conctntration
on identification and feeling alone to submission
to the discipline of avoiding anachronisms,
getting all facts accurate,
mastering unfamiliar skills, and submitting
to all the demands of the art
form
10. From ignorance to gradual mastery of
the technical aids to drama
11., From complete involvement and
identification
to involvem en t with
detachment.
Most groups do not approach maturity
on all of these scales until high
school, although some groups do so
as
early
as the sixth grade. Until a class is
well on its way to such maturity,
as Heathcote makes clear to any printipal
or
school head, she is not in the business
of making plays, productions that iook
good from thc outside and
are entertaining for other glasses or parents
to
watch. Rather, she is using drama
as a vehicle to create the chance for new
knowing.
Because Hcathcote is using drama
as a way into other areas of the
curriculum, she is never teaching just drama,
but other subjects as well. In any
teaching shc does, she can make some
guarantees
1. T give children en fq,portunity to examineto a principal. She promises:
their own living problems
with a new perspective
2. To tell the truth as shc knows it
3. To show it is important to listen
4. To acccpt, support, and thcn challenge
decisions the class makes
5. To bring *to the teaching situation
an
energy
level equal to that of the
class
6. To show any studcnt the direction
in which he or she is going.
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In addition, she can make the following guarantees of what she will

achieve through drama:
1.

2.
3.

4.
5.

6.

To make an abstract concept or experience very, concrete,
simplifying it so the students can understand and have control over
it (see Chapters 5 and 7)
To teach a narrow fact so that it is really learned and understood
(see especially Chapter 8)
To introduce artifacts in such a way that the class is curious about
them and experiences thein at a significant level (see Chapters 10
and 17)
To press students to reflect on experience and see what they hold
in common with all people (see Chapters 1 and 8)
To crack the code to curriculum areas students might fear to
venture into, such as science, math, history, literature, anthropology
(see Chapters 16 and 17)
To give students freedom coupled with responsibility (see Chapter
6)

7. To clarify values (see especially Chapters 1 and 8)
8. To develop a tolerance for
a variety of personalities and ideas (see
especially Chapters 11 and 18)
9. To show students how they

can stay with something they don't
like and work through it to a point of accomplishment (see
Chapter
8)
10. To increase students' vocabulary
and help them develop a finer
control of rhetoric through interaction with others and through
tapping subjective experience (see Chapter 17)

11.
12.

To bring classes into situations that will improve their social health

13.

they knew
To lead students to see the real world more clearly in light of what

To help students discover that they know more than they thought

is revealed by the imagined one
14.

To help students capture more and more of what is implicit in any

experience.

The first ten of these guarantees have been discussed in previous
chapters.
In this chapter we shall discuss the last four briefly.
Drama can improve a class's social health because it requires that
a person
do certain things in relation to other people. Drama says to each
participant,
You have to "take in" other human beings and relate
your response to what
they are telling you, verbally and nonverbally. To have
a drama at all, a class

of students must-cooperate; all have to agree to try
to sustain the drama,
to support one another's efforts to believe, to share their personal ideas and
interpretations with otliers.
If class members have trouble sharing territory ("He's taking my place,
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Teacher!") a drama will provide a continual press to use space cooperatively.
If a class characteristically works in cliques ("We want to work with Todd,

but wg won't have Toby in our group!") drama puts everyone in the same
setting; they cannot evade the demand to relate. Whatever the prejudices of
the class, you cal put the students into a situation where they have to work
through them to a new awareness.

Only through interaction can socialization of the individual occur. In a
classroom activity, the individual must be free to choose the level and style of
her or his involvement if anything beyond external or superficial cbange in
behavior is to take place. Whatever the level chosen, however, learning
through drama is not passive; it does not provide a mere overlay. Rather, it

activates the mainsprings of the participants. A drama demands all that a
person is, not just conforming behavior. Participants in drama are free to
expose themselves Es far as they need or want toand they will be under
pressure to share what they know and feel. No one, however, will tell th(m
what they shoukl know or feel. Their responses will he effective to the degree

that they are sensitive in their pexception of what others are about, what
values they .hold, what goals they have. The kind of pressurized interaction

that drama calls forth helps the participants wean themselves from the
comfort of conforming to the standards or values of an adult authority. They

test their own values, sense the importance of those values, and begin to
assert them candidly and maturely. Through drama they learn to discipline
themselves to an awareness of their effect on others and a reflection on the
quality, of their interactions.
Thus drama builds confidence. In drama, students live "in advance of
themselves" as it were: they face challenge and crisis in imagination before
they find themselves overwhelmed by them in real life. They gain the feeling
of mastery over events, the sense that they are equal to life. This in turn helps
them relate more comfortably and openly to others.
Another way drama enhances_a class's social health is to give a validity to
all feelings"good" or "1147 By developing conflict, the teacher deliberately
brings out the students' an&er; they are pushed to express it in the drama,
then to reflect on it and put it into words. In similar fashion, other human
emotions are evoked and expressed. By learning to recognize what they are or
have just been feeling, students gain an invaluable insight that can carry over
into their interactions with others outside the drama.
Heathcote's twelfth guarantee for drama is that she will help students
discover that they know more than they thought they knew. Because drama
puts children into situations of pressure, they have to harness and realign the
relevant information from their past experience and bring it to bear on the
present imagined moment. As they identify, with the people in the crisis of
the drama, they begin to discover resources they didn't know they had. At
the same time, they see themselves in new ways that they may well remember
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into adulthood.
Not only do participants in drama discover new resources in themselves,
but they also gain a fresh perspective on what another person's life is
really
like. For example, boys in a reform school might well regard a police officer
as a hunter: "He caught me, so he's not a good guy." This may be the only
thing they are prepared to believe about law officers. Heathcote's goal
will be

to help them take other soundings of the role of police officeras lover,
husband or wife, mother or father, hero, a person with aspirations and
dreams, one with a weapon in hand and one who can hold his or her temper.

In the killing of the President drama, when one of the boys in the

approved school (Eneish reform school) is not quite up to his chosen role as
police officer, Heathcote goes out of the gang headquarters and talks
alone
with him in the hall. The challenge he faces is to come into the
headquarters
and find the checkered jacket that was spotted on the President's assassin
when he left the scene of the crime. Standing there in that hallway
with his
teacher, the boy screws up his courage. Suddenly he finds himself
taking a
new sounding of the police officer's role.
"Will I have a gun, Miss?"

"I believe American policeraen have guns," Heathcote
says blandly. Then,
with a bit more tension, "Have you got yours?"
"Is it here or here?" he asks pointing to his side and then his back
pockets.
"I believe they have a holster for the gun."
"Right, the holster's there," he says and pats it. Then he carefully
checks
his gun to see that it's loaded and puts it in the holster.
He is clearly nervous
by now.

"I wonder where they've -hidden that checkered coat?"
Suddenly, he
realizes: "If I find it, they'll kill me. There's a gun in that room, isn't there?"
Then, after a pause, "I think I'll put my gun in my back pocket."
"You'll have a better chance on the gun because they're not all that good
with guns, you know."
gy now this police officer Li- under great pressure. He bursts
out, "It's not
fair, Miss! They've got guts if they use their
guns, and I've got guts if I don't
use mine!" He knows the spot he is in: as a man he is terrified; as a police
officer, he ,has a job to do. After he enters that door it
takes him a half hour
to arrest the assassin. He has to stand arid take their hate, his back
to the
door, his heart in his throat, knowing that at the very point at which he
succeeds in his mission he will be at their mercy. Through
identification he
has discovered something about a pOlice officer's role
that
he never knew
before.
Heathcote's thirteenth guarantee is that students will

see the real world
more clearly when they have experienced
the imagined one. Drama

demonstrates vividly that the mind is its own place. You can create another
world instantly, and find your way back as well. The imagined
world is the
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cake you can eat and still have. You are not locked into the consequences
forever as in real life. Because this fact of human experience is shared in
drama, it is urrderstood more fully-.-the opportunity for group reflection is
not u --ally available, to us in looking at our private fantasies and dreams. This
process of' imagination and reflection provides a valuable guide for making
choices in the real world.

licathcote's last guarantee is to help students catch more of what is
implicit in any situation. Although we never catch all that is implicit in any
art form, we can progress towards finding a greater reservoir of meaning and
significance. Heatlicote can guarantee that she will not let a class stay at the
pretend acting stage in ally drama; she will push for a belief and reflection
that go beyond merely performing a task.
We have examined the guarantees liCathcote will make in teaching drama.

Now let us look at how she describes the relationship of her lists of
gUarantees to her central beliefs. She sees her list of guarantees as growing out

of her values; she will guarantee to work at and stay with those things that
stem from her most deeply held convictions. So she starts with her beliefs,
then sets up her list of guarantees. Finally as she puts it, she marries the two
with her planher deliberate use of theater-elements to set up a situation
with a particularized starting point.* This relationship might he diagrammed
this way:

Personal
values

We began this book with an evaluation of drama as Heatlicote uses it,
showing what it can do. We devoted most of the chapters to techniques and
plans"; in the previous chapter, we pointed out the necessity of first listing
one's own values as a teacher. In this chapter We.have considered the goalsor

guarantees, as Heathcote Calls themthat grow out of her list of values.
Perhaps a good way to use this book would be for you to now list your own
values and see what guarantees follow from your list. Then you can go back
to the rest of the book and scan it for ways to plan drama to achieve your
goals.

By consciously using herown vahies as her touchstone, Heathcote taps the
energy of the human spirit. If it is true, as many say, that we are living in a
period of transition from exponential economic ,growth to more nearly a
*See Chapters 5, 10, and 12.
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steady state in energy pioduction and economic output,* then to focus
on a
new energy source is not irrelevant. The new goal will not be to increase
economic output, however, but to increase human output. George Leonard
urges us to concentrate on "the energy of the spirit, which bums no fuel,
depletes no resources, -and creates no pollution."* Certainly tapping
this
source is more morally palatable than clinging to the formerly unquestioned

value system of our society, which rests on the assumption
that the

production and consumption of ever more trivial goods and services is what
gives life meaning. As Hannah Arendt** points out, this assumption reduces
all work to relentlessly repetitive labor in which human effort,
past and
present, is debased. Heathcote, by picking up in her imagination the past that
lies all about us, by showing the continuity of human
experience, and by
valuing maa work and its products, brings us the joy of a sense of being part
of a vast, complex, and ultimately meaningful whole. To
use Linda Pastan's
phrase, she brings us "the sheer sanity of vision.'"*
Learning to teach from Dorothy Heathcote is like -dancing with
a
whirlwind. The symphony she hears sweeps you along with a sense of its
rhythm; still you have very little understanding of the steps
your feet must
take when her leadership is gone and you are left to dance alone. My
hope is
that this book will spell out some of the steps so
you dan start the dance; but
the music you hear musk sound in your oW n soul.

*Leonard, George. "In God's Image." Saturday Review of literature,
February 22,
1975. p. 14.
**Arendt, Hannah. The Human Condition: A Study of the Central
Dilemmas Facing
Modern Man. Garden City, N.Y.: Doubleday & Co., 1959. 383 pp.
***Pastan, Linda. Perfect Circle of the Sun. Chicago: Swallow Press,
1971. p. 26.
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FILMS

Distributed by the Northwestern University Film Library
P.O. Box 1665
Evanston, Illinois 60204:
The'Dorothy Heathcote Teaching Series
Dorothy Heathcote Building Belief, Part I

Heathcote is working with a group of American nine-and ten-year-olds to

give meaning to the words, "A nation is as strong as the spirit of the
people who-make it." Through questions and drama the children identify
with ,a group of settlers who move rocks to build a shelter from the wind.
Their memories of their first days in the new land are developed into a
written chronicle of their history. Narration written by Betty Jane Wagner.
28 min., 16 nun, color. 1974. Sale: $275; rental:$30.
Dnrothy Heathcote Building 3elief, Part XI

Continuing her work with the same group of children, Heathcote poses
three moral dilemmas: how to divide the land, what to do with the elderly,
and how to deal with the death of a young man who has been mauled by a
mountain lion. They dramatize and reflect on each. situation. Narration
written by Betty Jane.Wagner. 29 min., 16 mm, color. 1974. Sale: $275;
rental: $30.
Dorothy Heatheote Talks to Teachers, Part I

Heathcote lectures on informal vs. formal- teaching, drama as a teaching,
tool for all classroom teachers, .the use of dramatic elements, and the
segmenting of ideas to achieve dramatic focus. 30 min., 16 mm, color.
1973. Sale: $250; rental: $25.
Dorothy Ileathcote Talks to Teachers, Part H

Continuing the discussion -of drama in the classroom, Heathcote explores

types of questions,' finding material for drama, reflecting on universal
experience, and using drama to modify behavior: 32 min., 16 mm, color.
1973. Sale: $250; rental $25.
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Distributed by Time-Life Multimedia
100 Eisenhower Drive
Paramus, New Jersey 07652:

Here Comes the Judge

This film is part of the BBC television series of nine films entitled,

Children Growing Up. Here Heathcote uses drama to examine J ean Piaget's

thesis that children go through stages in the development of Moral

judgment:26 min., 16 mm, color. 1972. Sale: $330; rental: $35.
Improvised Drama, Part I

Heathcote leads a group of reform sciwol boys in a drama on "killing the
President." 30 min., 16 mm, b & w. 1966. Sale: $275 on special order;
not
available for rental.
Three Loa ms Waiting
A BBC Omnibus documentary film on Dorothy Heathcote's life and work.
It shows her working with children and teenagers in British schools
and

mental hospitals. 52 min., 16 mm, color. 1971. Sale: $550; rental: $55.

Y4" video cassette. Sale: $385; rental: $55.

Distributed by Vision Quest, Inc.
7715 North Sheridan Road
Chicago, Illinois 60626:
Who's Handicapped?

Heathcote works with a group of mongoloid children, using an adult in
role as a derelict to evoke helping and caring behavior. 36 min., 16
mm,
color. 1973. Sale: $350; rental: $50.
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VIDEOTAPES

In addition to the Meotape of Three LooMs Waiting listed above, scores
of others are available at various centers where Heathcote has taught. Here are
a few of these centers listed in clrder of the quality and variety of the tapes

they have available. In most cases you can borrow 'these, paying only a
shipping and handlhig fee, or can arrange to send a blank tape and have a
copy made. Before you do this, write to make sure that the equipment at the
center is compatible with the kind (reel-to-reel or cassette) of tape and tape
width that you send. Although the tapes vary in form, width, length, aod
quality, they all show Heathcote at work, discussing drama with teachers oe
demonstrating its use with students orall ages.
Mr. Rober t Gregory
Media Division

Department of Public Instruction
Raleigh, North Carolina 27611
21 hours on two-inch silverehrome video cassettes, 30 minutes each.
Made at Wake Forest College in the summer of 1975
Mr. John R. Stephens, Jr.
Instructional Resources Center
University of Georgia
Athens, Georgia 30602

Heathcote, DorothyDemonstrating Queer Education
Five videotapes, b & w, 60 minutes each.
Made at the UniversitY of Georgia in July 1974
Mrs. Elizabeth Flory Kelly
22625 Westchester Road
Shaker Heighis, Ohio 44122
Five hours of videotape
Made in Cleveland in December 1973

Mr.(E. Arthur Stunard
Insemctional Medi& Center
National College of Education
2840 Sheridan Road
Evanston, Illinois 60201
Two one-inch videotapes, b & w, 60 minutes each.
Nine and ten-year olds make a "trip to Russia," summer 1972.
Two one-half inch videotapes, b & w.
Learning Instruction Lecture, summer 1966.
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