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ABSTRACT

The Study investigated the role that dramatic processes can
play in the development of psychological health, focusing
specifically upon dramatherapy, the medium which
intentionally employs drama for psychotherapeutic and

personal developmental ends.

In the first stage of the investigation an extensive survey
of the literature was carried out to formalise present
thinking on dramatherapy, on its historical origins, and on
its links respectively with drama, psychological theory and

practice, psychotherapeutic techniques, and children's play.

The next stage involved semi-structured interviews with a
panel of dramatherapy experts to ascertain their views on
the current theory and practice of dramatherapy in the UK.
After transcription, the interviews yielded an extensive
Item Bank of statements which, after submission to the panel
of experts for approval and comment, was allowed to yield a
questionnaire designed to establish the relative values
which dramatherapists attach to the theoretical and
practical issues defined by the panel of experts. With the

support of the British Association for Dramatherapists, this

questionnaire was then circulated to all its full and

(xvi)



associate members, and also to students following the five

U.K. courses of professional dramatherapy training.

An overall response rate of 56 per cent was obtained from
the full and associate members, with a rate of 86 per cent
from those actively engaged in dramatherapy practice. The
resulting data were then analysed to identify mean levels of
importance, frequency of use etc. attached by respondents to
the variables concerned. The result was the first
comprehensive survey of current dramatherapy theory and

practice as recognized and applied by dramatherapists in the

UK.

The survey reveals for example the major dimportance of
psychodynamic and client-centred theories and practices in
underpinning and informing dramatherapy, and also sheds
light on client variables, assessment, therapeutic
methodology and process, the role and qualities of the
dramatherapist, and the relationship between dramatherapy

and other important variables.

These results and many others relating to dramatherapy
theory and practice are discussed fully, and the current
condition of dramatherapy and of its links with psychology
and with special needs children are examined. Finally, a
range of suggestions 1is made both for the further

development of dramatherapy and for future research.

(xvii)



CHAPTER ONE

INTRODUCTION: AIMS AND OBJECTIVES OF THE RESEARCH




Introduction

Drama as a Therapeutic Agent

From prehistoric times drama has been used as ritual and as
magical incantation, but since the time of the Greeks and
their concept of catharsis it has been recognised also as a
therapeutic agent in the sense that it can help individuals
deal with and express emotions, improve their inter-personal
communication skills, assist them in their personal
development, and enhance the quality of their social

behaviour.

Over the centuries since the Greeks, drama has in addition
become accepted as one of the central mediums of artistic
expression, and great dramatists (for example Shakespeare in
Britain, Goethe in Germany, Moliere in France, 0'Casey in
Ireland, Lorca in Spain) have become recognised as major

embodiments and shapers of national culture.

However, drama has remained for the most part an author-
audience-actor process, using prepared scripts, with only a
small minority taking an active part, and with the majority
remaining in a physically and vocally passive role. In
recent years, some movement away from this passive audience
role has begun to take place, led by theatre directors who
see the audience as an integral part of the dramatic

process. This move towards audience participation is also



seen in such things as street theatre, and in the use of

role play in professional and managerial training.

Nevertheless, in spite of these attempts and of the long-
standing recognition "of its therapeutic and educational
role, the full possibility of drama as an activity-oriented
agent of personal and social change has not yet either been
fully recognised or fully utilised. At a therapeutic level,
it is true that psychodrama, sociodrama, dramatherapy and
the 'acting out' techniques of gestalt therapy are currently
providing us with a number of interesting innovations, but
this work is still largely at an experimental stage, and is

still struggling for professional and academic acceptance.

It is true also that within formal education drama in
education teams have sprung up in a mnumber of local
education authority areas in the U.K. during the 1960s, but
their existence is a precarious, informal omne, subject to
financial constraints and to fluctuating policies within the
schools and the 1local education authorities themselves.
Meanwhile drama teaching in schools, particularly where it
is not linked to the academic study of English literature
syllabuses, remains a cinderella subject, relegated in the
minds of many teachers and politicians to fringe (or luxury)

areas along with fine art and music.



Drama and Special Needs Children

Even within special education, where constraints imposed by
academic examination-orientated syllabuses need not apply,
there is scant evidence that drama is being allowed to
fulfil its potential role as a facilitator of personal and
social growth. McClintock (1984a), when carrying out one of
the few studies concerned with drama in special education in
Britain, found that, with particular reference to mental
handicap, two-thirds of special schools had no teacher with
any specialist knowledge of drama, and only 15 per cent of
special schools offered drama as a regular time-tabled
sub ject. She also found a widespread misunderstanding of
drama among special education teachers, a lack of knowledge

of how it could best be used with special needs children,

and often a rejection amongst teachers of even its
relevance to these needs. And this in spite of the fact
that many authors have insisted in their writings that

remedial drama has for many years demonstrated that 'used as
a psychotherapeutic tool with those who are handicapped or
at risk of emotional illness ..... (it) ..... can reveal
with startling clarity and great force hidden conflicts,

untapped impulses, dormant wishes and fears' (Irwin 1979).

It is also relevant to point out that although certain of
the creative arts (particularly perhaps music and painting)
have traditionally long found a relatively secure place

within special - and indeed mainstream - education, there is



little explicit consensus on why they should be there, and
on what they can be expected to achieve in terms of the
personal growth and development of children and (and young
adults). This neglect is particularly regrettable at the
special education level, since <children with special
problems, whether these be physical handicap or mental
handicap, or personality or behaviour problems, may be
especially in need of the therapeutic and educational

benefits that the creative arts can bring.

Discussing drama in the context of children with special
problems, Irwin (1977) and others (Jennings 1981, Aach
1981, Davis 1981, Martin 1981) point to the fact that
children with special difficulties face problems of physical
movement, of emotional expressioﬁ and control, and of
social interaction and communication which are often far
greater than those experienced by 'mormal' children. All
problems which would seem to be particularly susceptible to

benefit from engagement in the process of drama.

The Background of the Therapeutic Use of Drama

This whole area will be examined in full in Chapter 3 and 4.
For present purposes, it is sufficient to point out that
little co-ordinated material is available on the historical
background of such drama as has been intentionally used for
therapeutic and educational purposes, Or oOn its theoretical

underpinnings from within the creative arts and from within



psychology and related disciplines. And 1little reliable
evidence is available on the way such therapeutic drama has
been accommodated and practised, or on aspects such as the
qualifications of those involved in this practice, and the
techniques, the processes, and the evaluation and assessment

criteria employed by them.

This is emphasised by the fact that when in 1984 Connie
Naitove, an experienced creative arts therapist and
dramatherapist, developed a multi-modal evaluation
instrument for use in the therapeutic use of the creative
arts, her initiative was enthusiastically supported by the
editors of one of the main journals in the creative arts
field in the USA. 1In an introductory note to her work they

wrote that: 'Creative arts therapists are hampered in

communicating their skills because of the limited

availability of reliable and valid assessment instruments in

our disciplines' (Naitove 1984).

Evaluation is indeed a particular problem in the therapeutic
and educational use of the creative arts and nowhere more SO
than in drama. This is especially obvious both within
special and normal education. However, one cannot develop
valid and reliable assessment instruments until one has
first clarified more fundamental issues such as the exact
influence drama can have upon human behaviour, the aims and

objectives of those involved in its therapeutic use, the



major psychological influences bearing upon their work, and
a host of other related topics. This therefore provides a
strong reason for the existence of studies such as the
present one, which aims to research into these fundamental
issues. There is a similar need for a study that attempts
to identify variables related to the techniques used by, and
the professional/personal qualities of, those who employ the
creative arts therapeutically. This also the present study

seeks to do.

Drama and human psychology. Drama can be looked at in one

of two ©principle ways, either as literature or a&s
psychology. There 1is a sense in which the difference
between these two ways, at a philosophical level, 1is more
apparent than real. Both literature and psychology are
concerned with human behaviour, and with the thoughts,
emotions, and social relationships that motivate and express
themselves in this behaviour. However, at a methodological
level, there is a very significant divide between the two.
The literary approach is concerned primarily with a critical
appraisal of the use of dramatic language, with the acting
ability of those involved with dramatic presentation, and
with general matters of production and staging. In other

words, primarily with drama as performance.

Psychology, on the other hand, is of necessity more

concerned with drama as an expression of psychological



creativity and, particularly in the context of psychology as
the study of and initiator of human behavioural change, with
issues related to emotional expression (and general affect),
to communication, to self-insight, to social interaction,
and to a widening and broadening of the individual's
personal and social experience. In contrast to a concern
with drama as performance, psychology is more concerned with

drama as participation.

The emphasis of the present study is firmly psychological.

As a professional trained and experienced in the
psychological use of the creative arts with special needs
children and adults, the present author has 1long been
convinced that active engagement in creative activity is one
of the most ©powerful ways of initiating desirable
psychological change in people. Her broad aim in the
present study is to help towards the formalisation of our
thinking on the psychological role and benefit of the
creative arts - with a special concentration upon drama - in

the hope that this will provide impetus to further studies

of this kind din the future. Within the psychological
literature, there is a surprising neglect of the
psychotherapeutic wuse of drama - perhaps Dbecause few

psychologists have had the benefit of training both in drama
and in psychology - and it is hoped that the present study
will help generally to open up the field for further

psychological research and investigation.



Due to the scarcity of psychological source material on the
use of drama as an agent of human change - a fact which will
become clear in the Review of the Literature (Chapter 3 and
4) - it will be mnecessary to range widely during the
theoretical sections of the study, but the focus will remain
clearly psychological. Besides providing a clear overview
of the field, it is hoped that this wide-ranging approach
will be of value to psychology in that it should open up a
number of tributaries which may help nourish the future
development of psychological thinking in both the areas of

therapy and of human creativity.

The study is in addition educational in the sense that

education is also concerned with human change, and it is

within the formal educational setting - both special and
normal - that drama could perhaps most fruitfully be used as
an agent of this change. But it must be made clear that the

study is concerned with education in its psychological and
not in its curricular sense. Space - and the focus of tﬁe
study - will not allow any attempt to discuss the place of
drama in the school timetable, or the assessment of drama as
an academic subject. Neither will it allow any extended
discussion of the role of drama in relation to the National
Curriculum, nor a research methodology which includes
surveys of the work or of the opinions of drama teachers in

normal education.



Some Assumptions and Concerns of the Present Study

Of necessity, any study which seeks to research into an area
as broad and as ill-defined as the use of drama as an agent
of therapeutic psychological change must contain an
assumption as to the aim of such change. This aim could in
itself be a subject for major debate, but the author

considers it best to define it generally as the promotion of

psychological health. It is accepted that the definition

of 'psychological health' could be another area of major
debate, but clearly in broad terms the psychologically
healthy individual is one who can lead a personally and
socially fulfilling 1life, relating successfully both to

him/herself and to others.

Fontana (1990) and the present author (Fontana and Valente
1991a), influenced by Allport (1961) have discussed
psychological health in terms of the development of four
abilities. Namely the ability to work (to engage in useful
and rewarding activity), to love (to engage in mutually
satisfying and sustaining social relationships), to play (to
engage in relaxing and recreative non-serious activity), and
to pray (to develop a mature philosophy of 1life, whether
religious or not). It would also be possible to discuss it
in terms of Maslow's hierarchy of needs (Maslow 1962) or

Erickson's learning tasks (Erickson 1963).

_lo_



Dramatherapy and Psychological Health

In the educational context, children's psychological health
has received much 1less attention than their academic
progress, and this in spite of the fact that within the
creative arts both painting and music have long been been
seen not only as conducive to this health in themselves, but
also as capable of furnishing direct therapeutic techniques.
To these two well-established creative therapies a third has

recently been added. Known in Britain as dramatherapy (one

word) and in the United States as drama therapy (two words),

this technique is central to the present Study, since it

embodies the intentional use of dramatic participation by

clients as an agent of personal change and growth, and this
is what I mean by therapeutic drama in the context of the
present Study. An earlier technique which also calls upon

the use of drama, psychodrama, is also of relevance, but

(for reasons that will be discussed later in the Study) it
is less appropriate to the educational setting which

provides part of the focus of the present research.

In order to examine the links between dramatherapy and drama
in education, something needs to be said about the way in
which drama is conceptualised by writers who see it as an
agent of psychological health within the formal educational
context., The main point to emphasise here is that such
writers, the bulk of whose work was produced during the

1960s and 1970s, express aims which overlap with the aims
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which dramatherapists claim to follow in the therapeutic
situation. For instance, the basic philosophy of
dramatherapy practice is that audience and performance are
not important, and the same philosophy is to be found in the
literature of drama in education. This point is so crucial

that it requires further development in the next section.

Drama in Education

The drama in education movement (as opposed to the more
formal drama teaching approach) laid emphasis right from its
inception upon the promotion of self development. The work
of Peter Slade (1954) - which is of such importance that it
will be dealt with fully in Chapter 3 - together with the
rapid expansion of new educational theories and practices in
the U.K. in the late 1950s and the 1960s, provided suitable
philosophical support for this emphasis. The result was a
rapid expansion of drama work in schools, with particular
attention paid to the concepts of individuality, creativity,

emotional expression and discovery learning.

But this brought with it its own problems, primarily the
need for teachers who could teach drama in a personal-growth
oriented manner. As Slade points out (personal
communication with the author), many teachers observed by

him during the 1960s and after were still exploring their
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own personal growth ﬁhile actually working with children.
Not surprisingly, some of the practices used at the time
therefore look chaotic and uncontrolled to us now, and this
unfortunately didn't help the argument for the therapeutic
use of drama. A second problem was the absence of research
designed to develop and assess teaching techniques in drama
suitable for use as agents for children's personal growth
(an absence which still persists today, hence the need for
studies such as the present one). As a consequence, the
upsurge of interest in educational drama during the decades
of the 1950s and 1960s actually did little to capitalise on

the therapeutic potential of the subject.

This was unfortunate. However, more unfortunate still are
the changes in educational fashions since the 1960s, changes
which mean that education is now penetrated by different
values, values which render drama in education no more a
fashionable subject, and which have culminated in 1its
exclusion from the National Curriculum. One can speculate
on the many reasons for this, but such speculation lies
outside the scope of the present Study. And whatever these
reasons, the philosophy which currently underpins education
in the U.K. appears no longer to hold drama as a tool for

personal development.

Those who consider this philosophy to be mistaken feel in

consequence that there is a pressing need for new
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initiatives involving a thorough examination of how and to
what extent drama can be put to use as an agent for the
development of psychological health. Which brings the point
of focus back once more to the fledgling subject of
dramatherapy, since dramatherapy is the only set of
currently fully available techniques which seeks to wuse

drama in the service of this end.

Drama and theatre. I have mentioned that in both the drama

in education movement and in dramatherapy, the emphasis 1is
upon participation rather than upon performance. However,
drama, both as a concept and as an historical fact, is
closely linked to performance, and through performance to
the concept of theatre. If one is fully to understand drama
as a process 1in human behaviour, one must therefore of
necessity examine, at least briefly, the relationship
between drama and theatre. This necessity Dbecomes
particularly clear when one begins to study dramatherapy,
since dramatherapists stress strongly that it is essential

to have some understanding of the one in order fully to

understand the other.

Drama traditionally takes place within a theatre, that is
within a setting that enhances it as an experience, and
allows it to operate as performance and attract the
attention of an audience. Some authors (e.g. Hornbrook,

1989) point out that one of the problems arising from the
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approach of Slade within the drama in education movement in
the 1960s was that he split the concept of drama from that
of theatre. Slade's defence is that from the angle of
child psychology and child psychological health, the
historical antecedents of drama are of secondary importance.
He reacted - and still reacts (personal interview with the
author) - strongly against the practice of drama in schools
which is concerned only with putting on plays for school
concerts. He advocates instead an approach based on
children's natural play, rather than wupon theatre, an
approach which takes its raison d'etre from psychological
rather than from literary (what we might call proscenium)

concerns.

A criticism made of Slade by others involved in educational
drama (e.g. Yardley and Honess 1979, Ball 1983) is that he
has separated drama from theatre, and from the clear
objectives provided by the concept of performance, without
putting anything clearly in its place. Anothar criticism
of Slade's approach is that it leads to drama as a
therapeutic tool carried out by teachers without having
sufficient knowledge of psychology to know what
'therapeutic' in this context actually means (Ball 1983).
Thus they are unclear as to what their therapeutic
objectives are, what techniques drama as therapy should
embrace, and what forms of assessment it should wuse. It

could be said that this lack of a sufficiently psychological
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grounding has grossly hindered the full development of drama

as a tool for therapeutic use.

In spite of these criticisms, the work of Slade and others
did seem at one time to have gone some Wway towards
persuading educational authorities of the dimportance of
drama in education as a means towards psychological health.
For instance The Newsom Report in 1963 expressed concern
over the educational system's apparent failure with less
able children, and gave credit to the psycho-therapeutic
role of drama in countering the 'social maladroitness and
insensitivity' of 'less gifted' young people. According to
the Newsom Report, the arts - and educational drama in
particular - should be regarded not as '"frills', but as a
way of helping young people to come to terms with
themselves. In the words of the Report, 'By playing out
psychologically significant situations, children can work
out their own personal problems' (The Newsom Report, 1963,

page 157).

However, as indicated earlier, the climate 1is now less
favourable towards sentiments of this kind. Indeed, much of
the Newsom Report's general concern with personal problems
is apparently now considered inappropriate (see e.g.
Hornbrook 1989). Approaches like those of Slade, of Brian
Way (e.g. 1967) of John Allen (e.g. 1979) and of Stabler

(1979) among others, are now criticised for their lack of
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clear rationale and for their rather vague aims. For
example, it is claimed, rather along the lines of the
criticism with which I concluded the last section, that they
fail to define the subject content of drama for personal
development, to say how we know whether its aims are
achieved or not, to explain what the processes it involves
actually are, and to clarify what such terms as 'practice
living', which Brain Way uses to define drama, actually

meain.

These criticisms were first heard as long ago as the late
1960s and early 1970s (e.g. Pick 1967, 1970, 1973; Clegg
1973).

Hodgson went so far in 1972 as to suggest that people
writing and working in the area seldom have clear cut aims
and objectives or goals, while Davies (1983) suggests that

the trouble is the 'generality of their observations'.

Davies goes on to argue that drama in education has need of
conceptual analysis, though he does concede that since the
publication of Slade's Child Drama in 1954 a few attempts
have indeed been made to provide a rationale in the field.
These attempts appear to include many different and
sometimes conflicting trends and emphases however (e.g. Way
1967, Courtney 1965, 1968, Barnfield 1968, Robinson 1975,

1980, Bolton 1979, 1984, Wagner 1979, McGregor et al 1977,
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Stabler 1979, Wootton 1982, 0'Neill and Lambert 1982, Norman
and Day 1984, Byron 1986, Nixon 1987). The result is that
the field still remains very confused, and a quarter of a
century after Slade the discussion on the key issues of
drama as an agent of psychological health is still in its

relative infancy.

The Need for a Framework to Therapeutic Drama

In the meanwhile schools are still full of children who show
a variety of psychological problems which affect their
personal development, their social integration, their
academic progress, and many other vital aspects of their
lives. Even studies which suggest that drama in schools can
play a significant role in raising self-esteem - a quality
in children which is known to influence their school
progress, their ambitions, and their sense of well-being
(Coopersmith 1967, 1968) - have been largely ignored by
those responsible for educational policy and its
implementation (see e.g the scant influence upon policy of

the work of such as Mosley 1987a and Bennett 1982).

What is needed in order to end this unsatisfactory state of
affairs appears to be the establishment of an adequate
practical and conceptual framework for the therapeutic use

of drama, both within education and within psychological
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therapy in general. Such a framework would clarify what the
therapeutic use of drama actually means, not just for
experts but for the broad spectrum of those who practise its
use. The problem with the writings of many experts in the
field is that their work can be very individualistic. It
thus can show what McGregor (1976) called the 'my way of
doing it' approach, an approach which hinders rather than
assists the development of an appropriate level of
consensus. Hence the need in any study such as the present
to consult the experts certainly, but also to sample the
views of practitioners. Such a sampling should be designed
to reveal what these practitioners are actually thinking and

doing.

The present Study is in fact the first endeavour, either in
Europe or in the United States, to embrace such a research
design, and indeed the first study of any kind in the field

to invite practitioner participation at a significant level,

The broad aim of the Study is therefore to explore the
meaning and use of drama as an agent for psychological
(specifically psycho-therapeutic) change as conceptualised
by experts and by practitioners. Psychological growth is an
imperative of any good therapeutic process and of any good
educational process, and if drama is to gain credence as a
therapeutic tool it must show it can accommodate itself to

psychological parameters.
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Aims and Objectives of the Study

In the light of these general concerns, the Study has three

main aims, namely:

1. To review the literature on the use of
drama for personal (psycho-social)
development in both therapy and

education.

2. To identify the principles and practice
behind the use of drama in a therapeutic
context, in particular within the
context of the therapeutic processes

subsumed under the term dramatherapy.

3. To discuss the extent to which such
principles and practices are applicable
within drama in education, within the
education of children with special needs
and within the training of drama

teachers.

In order to achieve these three aims, a number of objectives
of varying importance must be identified. These objectives
are derived in the main from the standard range of questions

that any form of psychotherapy might be expected to answver,

_ZO_



though two of them are specific to dramatherapy. These are
objective 1, which is designed to explore the important
issue refered to earlier in this chapter of the link, 1if
any, between drama as therapy and drama as performance; and
objective 2, which is intended to explore something of the
relationship between drama as therapy and the therapeutic

use of the other creative arts.

1. What is drama as an agent of
psychological change as opposed to drama

as performance?

2. How do those who use drama as a specific
agent of psychological change (i.e.
dramatherapists) conceptualise their

subject? In particular:

a. What are the most important
theories and most important
authorities that influence Dboth
their practice and their
understanding of dramatherapy, and
to what extent can these be seen as

psychological?
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b. To what extent are other creative
arts (e.g. music, dance, writing)

used in support of dramatherapy?

3. How can drama be most effectively wused
as an agent of psychological change? In

particular:

a., Which people benefit most from

dramatherapy?

b. What are the more important aspects
in the initial assessment of

clients in dramatherapy?

¢c. Which techniques do dramatherapists
most frequently wuse and to what
extent do these draw upon

psychology?

d. What are the most important aspects

of a dramatherapy session?
4, What are the most important aspects of

the role of the dramatherapist? In

particular:
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a. what personal qualities should

dramatherapists possess?

5. How does dramatherapy operate as a
process, and what are the most important

aspects of this process? In particular:

a. How is group progress assessed in

dramatherapy?

b. How is individual progress assessed

in dramatherapy?

6. What personal qualities conducive ¢to
psychological health appear capable of

development through dramatherapy?

The Study thus seeks through these objectives to resolve
fundamental issues related to the therapeutic wuse of
dramatherapy as actually conceptualised and practised.
Arising from the resolution of these issues, it is intended
that in the light of the third Aim identified earlier, some
recommendations as to the future use of drama as a means
towards psychological health be made, particularly in the
context of its use with children with special needs. It is
also intended that suggestions be made for further research

in the area.
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Finally, as a broad area of concern, it is also intended to
present biographical data on the composition of the
population of U.K. dramatherapists. Such a profile of this
population which is not currently available elsewhere, will
include details of qualifications, experience, present post,
age and sex. These data will also allow cross—tabulations to
be carried out in order to identify whether there are
significant differences in response between men and women

dramatherapists to the issues raised in the research.
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CHAPTER TWO

LITERATURE REVIEW: THE HISTORICAL BACKGROUND
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Rationale

The Review of the Literature is divided into four chapters.

In the first three chapters the aim 1is to review

respectively:
# The historical background
= The psychological and educational
background within which the thera-
peutic use of drama can be
contextualised
* The psychotherapeutic background.
The chapters are rather Ilong, as there 1is no overall

structure to the extensive literature available.

In the three chapters an attempt is made to provide
structure of a sort, as a first step towards the general
formalisation of thought on the influences that have led to

the development and current state of dramatherapy.

In the fourth chapter of the Review of the Literature,

attention is turned more specifically to research into

dramatherapy itself and educational drama, and to the
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techniques and skills which the literature indicates are

employed by dramatherapists.

Historical Context of Drama as a Therapeutic Tool

In order fully to explore the potential of drama as a
therapeutic tool, we must now say something about the
nature of drama itself. What are its origins for example?
what is its history? what are its aims, its principles and
its functions? These essential questions will be dealt
with in this chapter and returned to where necessary in

subsequent chapters.

The most obvious place at which to start is the historical
context, setting this as far as possible within the inter-
relationship between drama and, respectively, psychology and
education. Of necessity discussion of this extensive area
will have to be very brief, providing the merest skeleton of
a proper examination of the many issues involved.
Nevertheless, even in this abbreviated form, this
examination should help to set the scene for much of what

follows in this study.

Drama 1is as old as man. It could be said that human

development and drama go hand in hand. Jean Louis Barrault

points out that:
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Drama is as old as man: it is as
closely linked to him as his double,
for the theatrical game is inherent in
the existence of any living being.

(Barrault 1972, page 17)

Other authors make statements to the same effect, such as

Courtney (1974) who claims that:
The history of drama is the history of
the human race. But, instead of
being told in actual events, it 1is
the story of man's developing mind.In
this way sociologists consider the
development of intelligence 1is related
to the changes 1in language, myths,
dramatic rituals and the social life as
a whole,

(Courtney 1974, page 156)

The above statements suggest that the development of human
history and of drama are inextricably linked, a suggestion
which in and of itself strengthens the argument that drama
may provide a valuable aid towards human change and personal

and social growth.

The four epochs of western civilisation. The history of

humanity up to and including modern times is sometimes for
convenience divided by historians of ideas into three major

cultural groupings, mnamely pre-historic or primitive,

Fastern civilisations, and Western civilizations. The last

named, which is also known as European or Hellenic and which

serves as the main focus of concern in the present study,
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can be sub-divided into Classic (10 BC to 500 AD), Medieval
(500 to 1500 AD), Modern (1500 to 1800 AD) and Contemporary

(1800 AD onwards).

The first of these epochs was dominated culturally and
imperially by the Greeks and Romans. In the second there
was a predominance for 10 centuries of Christian Europeans.
In the third Qarious European countries including Portugal,
Spain, France, Italy, Britain, and Germany dominated by
turns, while in contemporary times it 1is the Americans and
to a lesser extent some European nations who have largely

proved most influential.

In terms of education and the arts, in the classic era
music, dance, poetry, gymnastic (movement) and theatre were
highly considered by the Greeks, with music accorded the

most importance for the soul, and gymnastic for the body.

During the medieval period, no one art dominated to any
great extent, though the emphasis was probably more on
literature, with the century of St. Thomas Aquinas forming
the golden age. In modern and contemporary times the
Writteﬁ word perhaps still remains the most influential, but
there is a spread of interest across all the arts, mainly

through the influence of the audio-visual media.
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In contrast to earlier times, in the contemporary era people
have come to be seen increasingly as 'actors' or 'doers' of
art, rather than simply as members of an audience. Art is
now considered something to be experienced at first hand, a
fact which has had an important influence not only within
the artistic world itself but also within the fields of
education and of therapy. We will return to this issue
later in the chapter, but for the moment it is relevant to
stress that this move towards greater participation has also
led to considerable differences between the way that the
relationship between art and education has been conceived in
the past and in contemporary times. While the Greeks for

example saw art as in education, today some experts talk

more about the possibility of education through art (most

notably Read, 1943, whose influence,if not widely

recognised, has been profound, and Santos 1977).

History of Drama as Therapy

Jennings reminds us that:

Drama as healing is not new. Healing
rituals as old as civilisation abound in
oriental and occidental cultures.

(Jennings 1983, page 3)

In the earliest days of recorded humanity, this healing role
manifested itself (often in conjunction with other creative

arts such as music) in rituals which, individually and
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severally, covered a wide range of purposes. Not all of
these purposes were therapeutic. Many had to do with
highly practical things such as ensuring success in the hunt
and invoking rain and fertility, while others had more to do
with appeasing the gods or with devining the future or
preparing for war. But others of them, from the evidence of
surviving artifacts and pictograms, seem to have had at
their centre the notion of transformation, so essential to
both psychological and physical healing. For example, we
see in early cave paintings in both Europe and the America
humans dressed up as animals, suggesting the notion of
endowing men with the qualities (courage, wisdom etc.) which
the animals concerned symbolised. One of the earliest
drawings ever discovered was executed on cave rock by
Paleolithic man, and depicts a figure dancing in a buffalo

skin (Feder and Feder 1981).

Drama as religious ritual. Early rituals (describable as

dramatic rituals in the sense that they were concerned with
'acting out') were also used therapeutically as magical
incantations for altering or dinfluencing behaviour, as
invocations of helpful spirits, and as exorcisms for the
casting out of evil ones. Such rituals appear to have been
intended for functional rather than aesthetic purposes,
serving as vehicles for the expression and transmission of
fear, sadness, anger, and joy, and as vehicles through which

the gods could work their healing powers within the minds of
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men. This religious function of dramatic ritual is referred
to by Gilbert Murray:

Drama was 1in its origins a religious

ritual intended to secure the continued

1ife of the community or to avert the

consequences of wunpurged pollution or

the wrath of the dead.

(quoted by Jennings, in Burr 1986, page

190)
Although we do not have explicit knowledge of these early
Paleolithic rituals, it is known that Neolithic people made
rhythmic movements accompanied by sounds, because we have
evidence from cave paintings and artifacts that date back to
this period (Feder and Feder 1981). They probably used the
body ditself as an instrument and as the earliest form of
self-expression 'in which humans related their own beings to
the constantly changing world in which they lived, a world
filled with rhythm of movement, of the days, and of the
seasons' (Feder and Feder 1981, page 2). On the basis of
our knowledge derived from anthropology, it is thought
Paleolithic man believed healing energy came from the gods,

and that dramatic dance and songs stimulated this energy and

facilitated the healing process.

Art, ritual and religion. So intricate and important is the

relationship between drama and religion that it requires
more extended discussion. As Herbert Read puts it, 'The

relation between art and religion 1is one of the most
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difficult questions that we have to face. We look into the
past and see art and religion hand in hand from the dim
recesses of pre-history' (Read 1949). Harrison (1913), who
studied in depth the origins of ancient art and ritual,
suggests the relationship between religion and drama was SO
close that ' It is at the outset one and the same impulse

that sends a man to church and to the theatre' (page 9).

For Harrison it could be said in fact that drama comes
almost exclusively from religious (particulary Dionysian)
ritual, and increasingly from the drive to meditate on the
questions of human existence and destiny. Coggin (1956)
takes a similar view, pointing out that in these early years
drama was intrinsically religious, and the actors were in a
sense ministers of religion, with both participants and
onlookers seen primarily as spiritual beings with the power

to discover their own individual destinies.

Harrison takes us further and points out that ritual and art
also developed from this common root, and that in
consequence we cannot understand one without the other. She
suggests that if we want to know what art and ritual have
in common, we should look at Greek philosophy in order to
get an explanation (and recognise that not only in Greece
were art and ritual closely 1linked, but also in ancient

Egypt and Palestine).
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Harrison tells us also that the foundation of both art and
ritual exist at an emotional level. In his Republic, Plato
says that art is imitation, the artist imitating natural
objects which are themselves copies of higher realities. In
the same way, says Harrison, ritual also involves imitation,
but here the intention is not to reproduce an object but an
emotion. As Harrison puts it, 'art and ritual are at the
outset alike in that they do not seek to copy a fact but to

reproduce, to re-enact an emotion'’ (Harrison 1913, page 47).

But whether reproducing an object or an emotion, ritual
suggests something based on action. The Greeks called it a
dromenon, 'a thing done'. However, as Harrison points out,
there is a sub-group within these 'things done' which we can
call a rite. One element of the rite is that it is done

collectively, by a number of persons feeling the same

emotion. For instance, a meal eaten alone is not a rite,
but when taken in common, under the influence of a shared

emotion, it may well become one. Collectivity and emotional

tension are therefore the two elements that can turn a

ritual into a rite.

In the religio-therapeutic context rites are clearly of more
significance than mere rituals, and as such bring us closer
to what we can formally recognise as drama, 'an acting out',
1

'an imitation', a thing done', which has the specific
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objective of influencing the participants in some way, and

which involves the expression (and stimulation) of emotion.

How rite passes over into drama. To understand more fully

how rites become drama, it is useful to see what John Murphy
(1927), a particularly perceptive expert of primitive
cultures, has to say. Murphy makes reference to the ritual
dances of primitive tribes in which they represent the life-
process of the food-animal, or the death of winter and the
coming of spring. Like Harrison, he points out that action
and emotion are part of the ritual, thus turning it into a
rite, but he doesn't yet call it dramatic. For Murphy, a

further ingredient is necessary, namely the attitude of the

spectators. Referring to the particular case of the dance

he comments that:

Even when the action is delegated to a
special class, the rest take part by
rhythmic swaying hand clapping or
singing, and share the frenzy of the
dancers. The increase of small tribes
to great nomadic hordes would make
delegation to a small number imperative,
and leave many in the ©position of
spectators who tend to be more and more
detached from the ritual action .....

(Murphy 1927, page 291)

Harrison also refers to the development of the concept of
spectators in rituals and rites, and shows how this concept

relates to the development of art:
The spectators are a new and different
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element, the dance is not only danced
but is watched from a distance.It is a
spectacle; whereas in old days all or
nearly all were worshippers acting, now
many, indeed most, are spectators,
watching, feeling, thinking, not doing.
Tt is 1in this new attitude of the
spectator that we touch on the
difference between ritual and art, the
dromenon, the thing actually done by
yourself has become a drama, a thing
also done, but abstracted from doing.

(Harrison 1913, page 91)

Commenting on Harrison's concept of the development from
ritual to drama, Murphy points out that the actual
transition from ritual to drama was mainly due to a decline
of faith in the magico-religious process as a Wway of
affecting natural phenomena. 'Religion in its earliest
forms is practically all ritual, that is, magico-religious

action to secure the ends of 1life' (Murphy 1925, page 291),

But as Harrison (1913) points out, 'It is a fact of cardinal
importance that the Greek word for theatrical
representation, drama, is a cousin of their word for rite,
dromenon. Drama also means "things done".' (page 35) Thus
the Greeks had realized that to perform a rite you must do
something. You must feel something certainly, but you must
also express it in action. In psychological language, we
could say that we must not only receive an impulse, but we

must react to it.
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In the origins and definitions of these two words, dromenon
and drama, we have a vital clue to an understanding of the
real nature of drama, and how it relates to ritual and art.
Drama 1like ritual - but unlike some other art forms - is in
fact based wupon action, and thus through drama we are
potentially in touch with ritual aspects of the life of our

ancestors.

The Greeks and the Whole Person

Drama, as action, has important formative links not only
with ritual however. It also has links with other forms of
art, in particular music and dance. In classical times,
music, dance, poetry and theatre were all highly regarded by
the Greeks, with music being given pride of place. I
mentioned earlier that the Greeks talked about gymnastic for
the body and music for the soul, and in their understanding
of the relationship between body and soul they also clearly
saw a link between music and medicine. Their approach to
preventive medicine was conceptualised in terms of the
harmonious inter-relationship of mind, body and soul, and
Plato actually talked about music as 'a medicine for the

soul'.

However, the Greek's use of music was more centred upon the
calming effects of listening to music rather than wupon

making music. In rites of passage and in other religious
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rites, the music was provided not by the audience themselves
but by the chorus or choreia, which thus provided a
spectacle - and as we saw a moment ago, 'spectacle' is an
integral part of dramatic activity. Harrison, talking
about the evolution of the relationship between music and
drama, says:

It dis in the relation between the

orchestra or dancing-place of the

chorus, and the theatre or place of the

spectators, a relation that shifts as

time went on, that we see mirrored the

whole development from ritual to art -

from dromenon to drama.

(Harrison 1913, page 124)

From this statement we can better understand how drama in
its origins was something of an all-embracing art. The
Greek chorus was actually a band of dancers and singers in
religious ceremonies and dramatic performances, a band who
increasingly took over the acting out (the 'thing domne')
from the audience, leaving the audience with a more and more
passive role analogous to that of the audience in the modern

theatre.

Greek theatre. Not surprisingly, therefore, the chorus

played an integral part in the development of the first
known theatre, that of the Greeks. As Lyman (1975) explains

in his The Drama of Social Reality, our word 'theory' 1is

derived from the Greek term for 'theatre', a derivation
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which suggests that the method appropriate to theorising
was, from the beginning, the method of drama. To the
Greeks, 'to theorise' meant to represent reality, to report
on the world, and most significantly, to elucidate the seen
but unnoticed features of this world. The theoria who
visited an oracle undertook a search  for 'divine
communication and (for) an interpretation of that (divine)

message' (Lyman 1975, page 2).

It is therefore perhaps not surprising that in the West, the
symbol of art, culture and education is Epidauros, the site
of the best known theatre in ancient Greece. Koltai (1981)
points out that 'few people realize that this blossom of
culture grew out of, and because of, man's eternal and most
basic desire to purify and heal himself and to strive for
spiritual, intellectual, and physical wholeness' (page 197).
Koltai also suggests that the roots of our modern Western
medicine and psychotherapy can be traced back to the same
seed. She tells us that:

Epidauros reminds us that the arts,

particularly those of theatre and dance,

grew out of man's natural instinct to

exist in harmony with the universe, to
heal and rejuvenate himself. They are

not separate external or 'fringe'
techniques applied to the art of
healing.

(Koltai 1981, page 198)

Asclepius the god of healing and the eclectic approach in
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therapy. Epidauros pays homage to Asclepius, the Greek god
of healing, who saw no dichotomy between the educative and
the therapeutic processes, since when the Greeks used drama
as a form of education they did so primarily for the
dissemination of religio/philosophical knowledge aimed at

the development of the whole personality.

The healer disciples of Asclepius also appear to have been
good scientists and astute observers of their fellow men and
women and of their relationship to the environment. For

them:

An integral part of the healing process
was to create beauty and harmony around
and inside the person, and enable him
not just to be a passive spectator but
to experience and understand himself as
a creator and participant in the living
process of Dbeauty and harmony .....
They, the healers of the Asclepia,
looked at the whole person, assessed the
need, and only then did they apply or

suggest a method. Surgery,
prescription, miracles, dreams, "shock
treatment"”, song, mime, poetry,

exercise, and martial arts coexisted as
compatible approaches to treatment.

(Koltai 1981, page 198)

If, many centuries later, we would emulate this enlightened
approach, we need also, as Koltai (1981) points out, to
rediscover the true meaning of eclectic and of a team
approach in therapy. Religious ritual, music, dance and

drama happened in the time of the ancient Greeks as a unity,
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and this is the perspective of drama with which the present

writer is most experienced and is most closely identified.

Plato and education based on play. Plato, however, was not

entirely in sympathy with the an approach which linked
education to religion, therapy and the arts. He considered
that education (the 'drawing out' of the individual) must be
based upon play and not upon the compulsions associated with
religion. Although he divided his education system into two
parts, 'musical' and 'gymnastic', he did not see 1t as
connected with ‘'theatre'. For Plato, mystical and
traditional ideas of purification needed to be re-defined in
terms of what we would now describe as psychological
processes. For Plato, the theatre distances us from these
psychological truths because of its role as an imitator of
reality. An actor imitates a character, and to imitate is
to trespass. Plato argued that the wultimate aim of
education must be the idea of beauty, a progression from the
perceptual to the conceptual, from the sensuous to the non-
sensous. In spite of this rationalism, it must be
remembered, however, that Plato claimed that the final
answer to fundamental questions lies not in reason but in a

mystical vision of reality itself.

Plato's criticism of the theatre was answered in due course
by Aristotle. Aristotle was more concerned with the real

world than was Plato, and advocated the importance of what
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can be called (a surprisingly modern concept) 'the theatre
of reality'. For Aristotle, imitation is mnatural to the
human race, and therefore partakes of reality rather than
trespasses upon 1it. Like Plato, Aristotle emphasised the
importance of play in education, but saw it as an activity
which can be pursued for its own sake, and which must
therefore be distinguished from other educative activities

which are means to an end.

The Aristotelian Theory of Catharsis

Aristotle is also important for our survey in that it was he
who introduced the idea of catharsis (or Eurgation), a
process in which the emotions are acted out rather than used
in earnest. He wrote:

Tragedy is an dimitation of an action

that is serious, complete and of certain

magnitude, in language embellished with

each kind of artistic ornament, the

several kinds being found in separate

parts of the play: in form of action,

not of narrative, through pity and fear

affecting the proper catharsis or

purgation of these emotions.

(Quoted by Butcher 1902, page 23)
Thus catharsis is seen as a means of purification and

exaltation of the emotions of pity and fear (a metaphor

taken incidentally from the Dionysian ritual, and showing
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the continuing importance of the link between religion and

drama).

Aristotle believed that it is not desirable to kill or
starve the emotions of the soul - an interesting precursor
to the Freudian condemnation of emotional repressions - but
that 'to regulate indulgence of the feelings serves to
maintain the balance of our nature'. In putting forward
this argument, Aristotle created a metaphor by applying the
argument to the body in order to describe a treatment that
touches the soul, once again acting as a precursor to modern
therapeutic thinking - in this case to the body-mind link in

disease.

In our discussion of catharsis, we can now briefly leap
across the centuries to recent times, since the concept of
catharsis experienced in fact 1little development during

these intervening years.

New developments of the theory of catharsis. In the 19th

century, attention was focused again upon catharsis by a
German named Jacob Bernays who in 1857 published a pamphlet
that firmly established catharsis as a medical metaphor,
thus contributing to its attractiveness as a concept to the
psychoanalytic movement, which was not slow to incorporate

it into its model of the mind (incidentally, Bernays was the
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uncle of Freud's wife, which in part may explain this

incorporation).

We can infer from Bernays's interpretation that catharsis
represents psychic energy which needs to be expressed, and
which can be released by participating as observers 1in
dramatic experience, in particular in tragedy, which
excites strong emotions such as pity and fear. This accords
with Aristotle, who when first introducing the notion of
catharsis had held that:
Tragedy is an event for the particular

emotions of pity and fear. In the first
instance, it is true its effect is not

to tranquillise but to excite. It
excites emotion, however, only to allay
it. Pity and fear, artificially .....

expel latent pity and fear which we
bring with us from real 1life, or at
least, such elements in them as are
quite disquieting. In the pleasurable
calm which follows when the passion 1is
spent and emotional cure has Dbeen
wrought ...

(Butcher 1902, page 24)

During the 1930s, Moreno put this notion of cathartic cure
to full effect when he established the practice of what he

called psychodrama, and from Moreno onwards drama has, by

extension, also come to be recognised as a way of dealing
with the emotions, of improving inter-personal development,

and of influencing social behaviour.
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Cathartic cure, according to Wright (1979), is 'assumed to
be the sine qua non of the psychodramatic process' (page 4),
but Moreno claimed he took catharsis beyond Aristotle's
position by acknowledging the primacy of the effect of

performance not just upon the audience but upon the actor

him or herself. Maintaining the Aristotelian preference for

action not narrative, Moreno placed his clients on the
psychodramatic stage, where they could experience at first
hand the cathartic effect of the dramatic process. So
important is psychodrama to the concerns of the present
study, that a separate section will in fact be devoted to it

later.

The Middle Ages: Performing Arts as Profane Art

Picking up the strands of our historical survey again, we
can go back to the Middle Ages, where we see the Greek
philosophy of the unity of mind and body becoming eclipsed
as Christian theologians (particularly Thomas Aquinas)
developed mind-body dualism as the received orthodoxy. In
propounding this philosophy they showed a determination to
exalt the spirit by 'reviting and chastising the human'.
For them the body was a 'dung heap', and even St. Francis
referred to it as 'poor brother donkey' (Feder and Feder

1981, page 6).
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Not surprisingly in the light of this dualistic thinking,
the arts came to occupy an ambiguous position. While the
role of non-performing arts such as music, painting and
sculpture was seen as being mainly to serve God, the
performing arts such as dance and theatre were seen as
profane - and even as instruments of Satan. Although in
some places (e.g. Italy) certain dances like the
'tarantella' (a kind of convulsive dance that provided
catharsis and cure for nervous disorders) persisted, even
these were seen by some authorities as a perpetuation of
ancient rites, and arguments against them were put forward
on the grounds that the church could not assimilate this
'dancing mania' and the orgiastic rites of the 'cult of

Dionysus', (Feder and Feder 1981, page 7).

Drama was thus forced to abandon its therapeutic role,
Throughout the Middle Ages, therapy (psychological and
medical) consisted exclusively of prayer, incantation,
exorcism, bleeding and crude surgery. Even the visual arts
were seen as conferring spiritual rather than psychological
benefit, and as far as drama was concerned, Courtney (1974)
tells us that 'The Church fathers condemned (it) out of
hand' (page 12). Rome in fact issued strictures forbidding
theatre performances, and threatening severe punishments for
those clergy who entertained actors. The Church opposition

was based in the grounds that:

Roman mime had satirised the Church, and
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so there was an emotional objection;
many of the Pagan folk customs had a
mimetic and dramatic element, and so
there was a religious objection; and as
their thought was based on
Neoplatoninsm, with its conflict between
the world of spirit as well as the
tradition of Plato's own opposition to
the theatre, there was a philosophical
objection.

(Courtney 1974, page 12)

However, Greek civilisation was in due course rediscovered
by the Moslems, and in the 14th and 15th century this led to
a revival of interest in ancient philosophy and mathematics,
an interest which helped lead up to what has been called a
time of 'social grace and creative energy', the time in fact

of the European Renaissance.

The Renaissance: The Renewal of the Concept of Therapy

During the Renaissance (l4th - 16th Centuries), a renewal of
interest in the arts and in the concept of 'therapy' (as
opposed to the exorcism etc. practised by the Church)
accompanied the growing interest in philosophy and
mathematics. During this period, there was also a
rediscovery of classical literature.

The first large dramatic influence was

the Roman Academy of Pomponius Laetus in

the middle of the fifteenth century: an

association of scholars, they performed

Latin plays and reintroduced Plautus
into Italy ..... Great prominence was

- 47 -



given to games, play and, particularly,
physical activities.

(Courtney 1974, page 13)

Generally, learned men and women of the Renaissance avoided
narrow specializations, and each scholar researched and
investigated in numerous fields. It was common, for
example, for a physician to appreciate and play music, while
also being interested in the Greek beliefs concerned with
the relationship between art and health. To a considerable
extent, the essence of medical thinking during the
Renaissance harked back to the ideas of Empedocles (490-430
B.C.), physician and philosopher. Empedocles suggested that

the four elements earth, air, fire and water from which the

universe was constituted, had their equivalent in the fluids
or humours constituting the body. The four humours of
Hippocrates and Galen, blood, phlegm, yellow bile and black
bile, were believed to be correlated with four personality
types, namely sanguine (cheerful), phlegmatic (calm),
choleric (angry) and melancholic (sad). A fascinating
adjunct to these medical beliefs was the fact that
Renaissance thinkers also recognised an alleged relationship
between the four cosmic elements and the musical
counterparts of bass, tenor, alto and soprano. Physicians
of the time conjectured widely on the relationship between
the humours and music, and this thinking led to a revival of
interest in the relationship of the arts to therapy (Feder

and Feder 1981, page 9).
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T - scientific revolution which also arose in this period
fur-her reflected this thinking. For example many
physicians investigated the pure physiological effect of
music through such things as the relationship between bodily
and musical rhythms, (as for instance in pulse and musical
beat). Changes were also taking place in other fields of
iearning. The whole climate in fact was one of change, a
change in which, in the centuries following the Renaissance,
the so-called 'naturalistic movement' played an important

part, as we will see in the next sectiomn.

A Climate for Change - The Naturalistic Movement

The centuries following the Renaissance saw the growth of

what has come to be called the naturalistic movement in

philosophy, art and education. The name of Rousseau is
inseparably connected with this movement, which had enormous
influences on education. Rousseau deserves a section to

himself.

Rousseau and the natural dinstincts in man. The great

importance of Rousseau (1712-1778) for the context of the
present study is that, under his considerable influence,
philosophers, artists and educationalists began to emphasise
the 1importance of 'nature' and of the development of

'natural dinstincts' in man. Individuals, from childhood
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onwards, should be seen as having their own ways of seeing,
thinking and feeling, and in this sense children should

never be seen merely as young and imperfect adults.

In his Emile (1762) for example Rousseau writes:

Love childhood, promote its games, 1its
pleasures, its delightful instincts
eees. you must consider the man in the
man and the child in the child...Nature
desires children to be children before
being men.

(quoted in Coggin 1956, page 222)
Ideas such as these provoked a 'revolution' in the way
education was conceptualised and practised. Rousseau was
also the first authority to apply contemporary scientific
ideas to education, and to substitute activity and
experience for book-learning. As Coggin states:

The characteristics of the speculative

philosophies from Plato down to the

Renaissance, was that experience seems

to have played a comparatively minor

part in their formation. In Rousseau

and Goethe, experiences becomes the
dominant factor.

(Coggin 1956, page 222)
After Rousseau's Emile, modern pedagogy, influenced by
authorities on education such as Pestallozi (1746-1827),
Froebel (1782-1852), and Montessori (1870-1952), placed

increasing emphasis upon the child's pleasure, engagement

and experience as the basis of education. Later, 19th

century writers such as Decroly (1871-1931) and John Dewey
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(1859-1952) also contributed to a decisive re-evaluation of
education which attempted to integrate it with a democratic
conception of society. In this re-evaluation of education,
the arts had a role to play. Pestallozi for instance
recommended the use of national folk songs in education, and
specialist societies were formed to discover and record the
songs of peasant and country populations. In Emile's
education, Rousseau proposed to sing songs, sometimes

without words.

The 19th and Early 20th Centuries

The eighteenth century has been called the Age of
Enlightenment. But things were to change, particularly in
Britain, in the nineteenth century. As Feder and Feder put

it:

To the degree that a frank and unabashed
recognition of the human body and its
functions are concerned,it was indeed an
age of enlightenment. In contrast, the
English and American Victorians of the
next century subjected the body itself
to a debasement that may be unparalleled
in history. Not only was the body
itself denied and banished from speech
and sight, but words and objects that
even suggested the body = were
transformed.

(Feder and Feder 1981, page 11)

Inevitably, this led to a set-back in therapies that worked

_51_



upon the body in order to promote health. This period of
stagnation lasted through much of the nineteenth century,
and was only brought to an end by an upsurge of creative
thinking on the part of such men as William James and John
Dewey in the United States in the late nineteenth and early

twentieth centuries.

John Dewey deserves a special mention because his theory
related art directly to experience. Dewey founded the

philosophical school of Pragmatism (with Charles Sanders and

William James), and dis well known as a philosopher,
psychologist and educator. Indeed in many senses he is the
outstanding thinker of the so-called progressive movement in
American educational reform during the end of the nineteenth
and the first half of the twentieth centuries. As Smith
(1970) remarks, one of the most important of Dewey's beliefs
was that 'aesthetic experience is a model for all

experiences' (page 1).

This belief of Dewey led him to emphasise that the main task
of aesthetics is to renew continually the links between art
and the every day events that are universally recognized as
constituting experience. One outcome of these ideas and
others - which in many ways were inspired by and harked
back to the 18th century naturalistic philosophers - is that
they encouraged artists to place a new emphasis upon

peasant, folk, and primitive art. Painters 1like Gaugin
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(1848-1903), Matisse (1869-1954) and Picasso also drew
attention to the neglect of art produced by primitive
societies s and the disciplines of archaeology and
anthropology likewise turned their attention to the art of
the caveman, and became aware 'that unsophisticated art had

an appeal of its own' (Coggin 1956, page 224).

All these movements helped ferment in turn a new interest in
children's art, which has persisted until the present day,
and which has played an important part in our thinking about
creativity and self-expression in the young. Sir John Adams

(1857-1934) din fact introduced the term Paidocentric

Education (or education conceived from the child's point of
view) and laid emphasis upon an active pedagogy, in which
childhood was considered as a phase of life having a meaning

in and of itself.

In addition to childhood, other spheres of human nature were
re-evaluated during the 19th and early 20th centuries.
Freud and psychodynamic psychologists for example showed the
importance of emotions, while other thinkers demonstrated a
growing if Dbelated interest in the ideas of the late
eighteenth and early nineteenth century German philosopher
Immanuel Kant (1724-1804), who saw education as the
development of natural gifts. Kant had claimed that:
There are many germs lying undeveloped

in man. It is for us to make these
germs grow, by developing his natural
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gifts in their due proportion, and to
see that he fulfils destiny.

(In Coggin 1956, page 225)

The Contemporary Context

From the 1920s onwards, the emphasis upon the emotions as a
crucial factor in educational development and psychological
health increased under the influence of Freudian and later
neo-Freudian thinkers such as Jung, Adler, Horney, Fromm,
Winnicott etc., all of whom will be referred to 1in
subsequent sections of the present study. For our purposes
we can now move forward to the 1960's which were another
period of great change - new musical ideas, Beatle—-mania,
flower-power, and - most important of all for the present

work - experimental theatre.

Experimental Theatre

In terms of this theatre, the contributions of
Stanislavski, Brecht and Artaud are regarded as the greatest
innovations in the development of the theatrical arts in the

modern era. Landy (1986) puts it that:

Three theories that have profoundly
influenced twentieth century theatre and
that are related directly to a
conceptual understanding of dramatherapy
are those developed by Constantin
Stanislavski in Russia, Bertold Brecht
in Germany, and Antonin Artaud in
France.

(Landy 1986, page 82-83)
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Dramatists such as Grotowski and Peter Brook were also of
importance in this development. They, along with the other
three just mentioned, and who we shall be looking at
individually in a moment, are vital to the present study in
that their methods for training stage actors are built upon
the principles of inner personal development and of self-
study, issues which are central to the present writer's
concerns and essential for an understanding of the

therapeutic and educational use of drama.

Constantin Stanislavski. Stanislavski (1863-1938) is

perhaps the most important of the three big names mentioned
above by Landy. A Russian stage director and author of An

Actor Prepares (1936) and Building a Character (1968),

Stanislavski developed a complex system of training based on
the inner and outer work of the actor himself, and on the
actor in his part. Based on psychological studies of the
unconscious and of memory, Stanislavski's 'method' demanded
that his actors start within the given circumstances of
their role character's life, times, place, dress etc., and
then ask themselves how would this character react, move OT

feel given these sets of circumstances (see Stanislavski

1924, 1981).

Stanislavski is particularly renowned for his technique of

emotional memory, which consisted of sensitizing his actors
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to re-enact emotions experienced in their own life, and
which would be necessary ingredients of the emotional
reality of the character they were playing. This technique

is similar to abreaction, a psycho-therapeutic technique in

which the patients relieve past feelings surroundings

traumas which are otherwise repressed or buried.

Stanislavski's actors were taught to project their own
feelings onto their characters in order to create an
aesthetic and emotional mnaturalism, and thus although
Stanislavski's main objective was at an aesthetic level, in
his productions his audiences often experienced therapeutic

catharsis.

The therapeutic relevance of the experimental theatre of
Stanislavski, and to a lesser extent Brook and Grotowski, is
thus easy to see. Discussing dits influence upon
dramatherapy, Landy (1986) emphasises the extent to which
dramatherapists make use of experimental theatre techniques
along with those borrowed from psychodrama, employing
'naturalistic techniques of role-playing and psychodrama to

uncover psychological issues' (page 84).

Bertold Brecht. Somewhat surprisingly, since they are so

often mentioned in the same breath in connection with
experimental theatre, Brecht rejected the psychological

naturalism of Stanislavski and his disciples. Instead, he
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created the epic theatre, based wupon the use of less
realistic and more distancing theatrical techniques (see
Willet 1977). We see therinfluence of Brecht within the
therapeutic use of drama most clearly perhaps in the work
that dramatherapists do using dolls and puppets, and which
allows clients to project themselves onto the actors so to

speak, rather than identifying with them.

Antonin Artaud. The third important influence mentioned by

Landy is that of Antonin Artaud, whose Theatre of Cruelty

Manifesto is strongly linked to theories of the unconscious
in psychology and psychiatry. Artaud's theories, which were
later developed by Peter Brook, and which like those of
Stanislavski and Brecht also had a strong influence on many
aspects of modern performance theatre, stressed the
importance of physical imagery, and the expression of the
emotions through gesture, movement, and other non-verbal
means (Artaud 1958). In this way he allowed a recognition of
the crucial place of emotional behaviour in human life to

become an integral part of the dramatic process.

The warcry of Artaud was, 'Theatre must be thrown back into

life' (in Roose-Evans 1989, page 30).

Jerzy Grotowski. Although not one of Landy's 'big three',

individual mention should also be made of Jerzy Grotowski,

director of the Polish Theatre Laboratory during the 1960's,
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who carried out important experiments trying new forms of
theatre which emphasised the actor's experience rather than
just that of the audience. Grotowski stressed the use of
the body and of the instincts, arguing that the spontaneous
creativity of the body is a response to psychic impulses.
He also abolished the separation between actors and
audience, laying great stress wupon the creativity of
ordinary people, in the expression of which creativity he

wished to rediscover the experience of drama as a ritual.

His concern was to create 'a theatre of sources', leading to
the 'sources of 1life' and thus to the direct primeval
experience, or 'organic experience' as Grotowski called it

(Grotowski 1969).

As TFowler (1985) describes it, Grotowski's work can be
divided into four distinct phases: Theatre of Performance
(1959-69); Theatre of Participation (1969-75); Theatre of
Sources (1976-82); and Objective Drama (from 1983). During
this development of his ideas, Grotowski came to believe
that make-up, props, costumes and particulary technical
effects have been overly relied upon in drama at the expense
of actual participanté. His argument is that the actor and
spectator are the only two 'ingredients' needed for theatre
to be an organic, seminal experience. For each performance
of his productions, a new space is therefore designed for

actors and spectators.
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Contemporary Changes in Therapeutic Thinking

Not only have there been these important developments within
drama, there have also been major changes in therapeutic
thinking itself in recent years which have bearing on the
use of drama in therapy. In psychiatry, these changes are
particulary linked to the work of Ronald Laing (1965, 1985).
Laing's writings and research draw attention to the
importance of the family and of society when looking at
mental illness, and to the logic of the verbal and non-
verbal signals exhibited by those with psychiatric problems.
The theories of Laing and of those involved in the so-called
anti-psychiatry movement (e.g. Berke 1979, Cooper 1971)
challenge the whole concept of mental illness and have
helped, together with the work of Maxwell Jones (1968), to
develop the concept of therapeutic communities, communities
which focus on the need to help the whole person and not
just to treat the individual's symptoms in isolation from

their social context.

The new thinking during the 1960's has also had a
significant influence upon progressive education, in
particular in terms of emphasising self-expression instead
of outside discipline. The 'formal' approach to education
is seen by progressive education as leading to the
repression of creativity, and the ‘'informal' as evoking
creativity. The cultural atmosphere in the 1960s was also

conducive to new legislation in education and to an
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educational system within which drama teaching could be seen

as providing a valuable opportunity for creative expression.

Developments in the 1960's also gave rise to new humanistic
psychological techniques for personal growth and development
that departed from traditional psychoanalytically based
approaches (see e.g. Schultz 1967, Rogers and Coulson 1969).
Many of these techniques are particularly open to the use of
fantasy, physical activity and role-playing, and thus have

obvious affinities with the therapeutic aspects of drama.

The Emergence of Dramatherapy

Dramatherapy emerges from the relationship between therapy
and theatre (including educational drama), thus developing
from both creative and mental health disciplines. In
Britain it was Peter Slade, in the 1950's, who first put
together the words 'drama' and 'therapy' in a paper called
'Drama as an Aid to Becoming a Person' (1956). (The work of
Peter Slade and of other educational dramatists is discussed
fully in Chapter 3). Meantime in the U.S.A., a new
generations of actors, influenced by experimental theatre,
developed work in schools, hospitals, prisons and other
special care establishments. Some of this work was
acknowledged as therapeutic, and in 1979 the American

National Association for Dramatherapy was established.
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Contemporary with this in the United States, Winifred Ward
(1957a, 1957b) Dbegan applying theatre techniques in

children's education.

A common factor amongst these pioneers was an emphasis upon

the process of creative drama rather than upon the product.

This factor also under-pinned such emerging therapeutic
practices as play therapy, which wused role-playing and
pretend games to help children contact and express their
emotional problems. During the late 1950s and 1960s, drama
came to have growing importance in Britain also, mainly in
schools where there was an expansion in the use of drama as
a means of working with children with problems. Sue
Jennings (e.g. 1984, 1987a, 1990) is omne of the British
pioneers of dramatherapy particularly involved in this early
work with children, and who helped found the Remedial Drama
Group in 1962 with other teachers and actors. As there was
no training in dramatherapy at the time, the members of this
Group trained in analytic group psychotherapy and other
forms of psychotherapy, and found there the theoretical
basis for their practice. The work of the Group with
special school children, discharged psychiatric patients,
and later with school groups of all ages, produced results
which influenced other European countries such as Germany,

Belgium and Holland.
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During the 1970's the training of professional
dramatherapists for work in hospitals, schools and special
units began to develop, and the Dramatherapy Center (an
evolution from the Remedial Group), and later the British
Association of Dramatherapists (with the support of the
Central London Polytechnic), began to provide two year
courses and weekend and summer schools. Dramatherapy
Consultants was also formed, offering specialised courses
for professionals. In 1978 the College of Ripon and York
St. John began a qualifying course for dramatherapists, and
in 1980 the South Devon Technical College established a

similar course (Jennings 1987a).

Dramatherapy Training

At present there are four training centres in the U.K. with
C.N.A.A. recognition offering training courses in
dramatherapy, These are the above two courses and the
postgraduate course at the Hertfordshire College of Art and
Technology, St. Albans (the 1largest centre of training
currently with 36 students), and the recently inaugurated
course at the Institute of Dramatherapy directed by Sue
Jennings. Since October 1990 Hertfordshire College of Arts

is offering a Master of Arts in Dramatherapy.

In addition to these courses, there is a further course of
relevance to dramatherapy run at Sesame, located currently

at the Central School of Speech and Drama. Sesame 1is an
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organisation which offers courses in 'Drama and Movement in
Therapy', and which came into being in 1964 wunder the
auspices of Radius, a Registered Charity. Sesame ran the
first short course in drama and movement for occupational
therapists, and for a short period in 1965-1966 the group
P'Rang, led by Sue Jennings, joined the organisation. In
1971 Sesame became a registered Charity in its own right,
becoming part of the Central School of Speech and Drama.
Although Sesame was the first organisation to set wup
courses, it is still waiting for recognition as a qualifying

course for dramatherapists.
The problem for Sesame is that the approach it follows is
different from the four CNAA recognised dramatherapy courses

in that more emphasis is placed upon movement.

Dramatherapy Now

Sue Jennings claims that the aim mnow is to place
dramatherapy on the same level as other psychotherapeutic
practices (Jennings 1987a). For that purpose the British
Association of Dramatherapists is currently in discussion
over the need for the kind of supervision that obtains in
others therapies for practising full members. Much
theoretical work and clarification is still needed in the
field of dramatherapy however. Sue Jennings points out

that:

Dramatherapy as an emergent field is
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endeavouring to find ways to define and
re-define itself.

(Jennings 1987a, page xiv)

Recently she has advanced proposals towards this definition

when she states that:

Dramatherapy is an art form, and as an
art form has the potential for healing.
It has the potential for allowing people
to view and experience the unhelpful
stages of their 1lives and transform
them,

(Jennings 1990, page 12)
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CHAPTER THREE

REVIEW OF THE LITERATURE: THE PSYCHOLOGICAL AND

EDUCATIONAL BACKGROUND
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PART I: DRAMA AND PSYCHOLOGICAL GROWTH

- 66 -



Introduction

Part I of this chapter is essentially a rationale for the
use of drama as an aid towards children's personal
development and general psychological growth, while part II
looks more specifically at children with special education
needs. The Chapter is important to the Study in that it
sets the scene for some of the major concerns that follow.
There is a vast wealth of information, produced for the most
part from the creative arts rather than from psychology
itself, but containing important psychological concepts,
that argues the extent to which dramatic experience can form
a vital aid towards individuation and socialisation (Bolton
1979, Robinson 1975, Watson 1980, Shuman 1978, Pemberton and
Clegg 1965). But the literature goes even further than this.
It suggests in effect that much of the child's natural
activity is a form of drama in that it contains such
dramatic components as fantasy and acting out (McCaslin
1974, Wood 1981). A survey of this literature should be
sufficient to alert both psychologists and educationalists
to the extent to which drama can be used in the service of

the child's development towards maturity.

The wide range of the literature available and constraints
upon space render selection and presentation difficult

matters. However, the most appropriate point at which to
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start, for reasons which will be explained in a moment, is
probably children's play. From play we can then proceed to
look at play as psychological development and play as
aesthetic expérience. From there we can go on to such
issues as anthropological and recapitulation theories of
play, and look briefly at relevant aspects of the work of
Freud, Jung, Stanley Hall and Piaget. Finally we can survey
the links between play, drama and education, touch on topics
such as improvisation and myth, and look at the work of some
of those writers most influential in emphasising the
potential of drama as an aid towards therapeutic change and

personal development.

Aesthetic Psychological and Therapeutic Aspects of Play

Play could be argued as the central background concern for

two major reasons.

1. Play and child drama are inextricably Ilinked;
therefore in any discussion of the therapeutic
use of drama within education play must assume

particular importance.

2. Play and developmental psychology are
inextricably linked; indeed there has been far

more psychological investigation of play than of
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drama, and this investigation provides us with
some of the psychological context within which to

set the present study.

Various authors have studied play, and give evidences of its
therapeutic and pedagogical value (see e.g. Lowenfeld 1967,
Winnicott 1971, Axline 1947, Bender and Schiller 1952,
Millar 1968, Isaac 1929, 1933, Walder 1933; Moustakas 1973,
Piers 1972, Herron and Sutton-Smith 1971). Play is a
universal feature of Thuman activity and creativity,
manifesting itself at all levels of human existence. Play is
the natural activity of children (see e.g. Piaget 1962, Read
1943, Slade 1954), and through it they learn about the world
and about their place in it, and also develop much of their
sense of individuality and of social relationships
(Smilanski 1968, Erikson 1965, Bruner 1976). There is also
a strong argument (put forward for example by Huizinga 1949,
Koestler 1964, and Phenix 1964, Slade 1954, Read 1943) that

art itself begins in children's play.

As long as 20 centuries ago, Plato put forward in the
Republic the idea that play is the best way of teaching
children:

Avoid compulsion and let your children's

lessons take the form of play. This

will also help you to see what they are
naturally fitted for.

Schiller (1913) was another who emphasised the importance
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of play in children's learning, seeing it as the first phase
of their aesthetic education. He talked of play as free-
activity, that is as activity characterised by enjoyment for
its own sake. He saw it as determined not by necessity but
as arising from what he called a 'reserve energy', and
pointed out that young children share this reserve energy
with many species of young animals, with the result that
play is not simply a human activity. The young of many
species, because they are protected and fed by their
parents, are mnot concerned with self-preservation, and
therefore have this reserve (or surplus) energy which they

can put to use in play (see Grossmann 1971).

Schiller's theory proved highly influential with other
educationalists. For example Rousseau (1979) who saw play
as a means of learning, Spencer (1873) who saw play as an
energetic exercise, Groos (1901) for whom play was a way of
apprenticeship for the serious business of life, Stanley
Hall (1904) who considered play as a recapitulation of human
primitive activities, Claparede (1951) who considered that
children's play is work, and Jean Chateau (1946) who claimed

that play is an affirmation of the self.

Other great educators to point out the importance of play
were John Lock (1964) Robert Owen (1857), Froebel (1887) who
wrote that 'Play is the purest, most spiritual activity of

man at this stage', Dewey (1961) who claimed that 'play and
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work shall be conducted with reference to facilitating
desirable mental and moral growth', Mead (1934) who saw play
as a way of developing the self, and among others Dorothy

Gardner (1956), Hartley et al (1957).

Amongst these authorities, Huizinga was one of those who
read deepest meaning into play. In developing Schiller's
idea that play is the first stage in a child's aesthetic
education, Huizinga maintained that it is essentially a
cultural phenomenon that 'demands order, absolute and
supreme', For Huizinga, the recognition that play is an
aesthetic experience allows us to see a close relationship
between play and art in a very wide sense. He points out
for example that many of the terms relevant in play such as
tension, balance, contrast, variation, resolution and
solution also belong to aesthetic experience (see Smith
1971). Bolton (1983) argues that these terms are also 'the

very elements of theatrical form'(page 59).

As seen above, Schiller believed that art begins in man's
impulse to play. For him, art is an integral part of the
evolution of mankind. Two of the major figures in aesthetic
education who attached similar importance to play as did
Schiller were John Dewey (1958) and Herbert Read (1943).
Like Schiller, they supported implicitly or explicitly play
as a form of aesthetic education that brings man into an

inner harmony by allowing a fusion of body and spirit,
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intellect and intuition, self-interest and moral concern.
Dewey's most important observation was that ‘'aesthetic
experience is a model for all experiences'(see Smith 1971).
Dewey argued indeed that all forms of knowledge are
basically aesthetic, and therefore may be grasped through
aesthetic experiences designed to both clarify and motivate

learning.

Herbert Read (1943) adopted the same approach, seeing art as
the basic framework for all education. He described this

framework as an education through art, and placed great

stress on the importance for the learner of active
participation in the artistic process, and in the education
of the senses and feelings associated with it. Through this
participation he saw education as fostering spontaneous
creativity, and the development of intuition and
imagination. Read also formulated the concept of
'expressive form', which is similar to Susanne Langer's view
that art form is a symbolic presentation of the 'ideas of
feelings' (Langer 1953). Langer means by this that art
forms have a cognitive value in that they educate feeling by
giving it a symbolic representation. As she says:

Self-knowledge, insight into all phases

of 1life and mind, springs from artistic

imagination. That is the cognitive value

of the arts. But their influence on

human life goes deeper than the
intellectual level.
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(Langer 1966, page 11)

Further on Langer stresses:

Art education is the education of
feeling, and a society that neglects it
gives itself up to formless emotion.

(Langer 1966, page 12)

It is for this reason, Langer says, that art education must

not be neglected and left to chance.

The above philosophers advanced their views many years ago,
and yet we are far from putting their ideas into practice.
It remains no more than an inspired thesis that if we had an
education through art we would have a happier society and
therefore less need for psychological therapies. Elsewhere
(Valente 1990a) the present author has urged the importance
of providing opportunities for play and creative experience
as a form of pre-therapy, and one of the suggestions put
forward (based upon the present research) is that if there
were more good drama teachers at school level there would be
less need for therapy. The same could perhaps be argued for

good teachers of most or even all the other creative arts.

Another point emphasised by the philosophers referenced
above is the importance for the development of creativity in
both children and adults of a relaxed non-judgemental

atmosphere in which to operate. An atmosphere that
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encourages original, unconventional experience and action.
Such an atmosphere is also necessary in the therapeutic
situation, where it is argued by writers such as Masters
and Houston (1973) that it serves to develop in
participants, values, attitudes, beliefs and behaviours that
reflect independence of mind, openness, and flexibility.
These qualities are, in the submission of the humanistic
therapists discussed in Chapter 4, identifiable with
psychological health and also (incidentally but
interestingly) with social and political non-conformity. As
Masters and Houston stress,

...a free art has always been subversive

in that the creative process is untamed

and amoral, and the artist thus tends to

be seen as the enemy of the republic.

(Masters and Houston, 1973 page 18)

The point made by Masters and Houston has interesting
counter-implications for the notion that society educates

people to maintain the status quo.

Play is important not only in the aesthetic sense but, as

Fontana points out:

(It) appears to have important
implications for all areas of the
child's psychological life.

(Fontana 1988, page 29)

_74_



This perspective on play is highly significant in
psychological terms, and has relevance for the particular
concerns of the present study. Firstly because play has
powerful affinities with drama - so much so in fact that
much drama could indeed be described as a form of play. And
secondly because of the importance of play as a
psychological activity. This second point is strongly
emphasised for example by Bolton (one of the educational
drama writers and practitioners most intent on building
bridges between psychology and drama) who argues indeed
that play should be examined primarily as a mental activity
(i.e. psychological) activity ( Davies and Lawrence 1986).
In support of his argument, Bolton refers to the work of
Vygotsky, who held that play is a step in the direction of
abstract thinking since the meaning created in and through
it is something other than simply the actions and objects
present in the <child's immediate field of perception.
Vygotsky wrote:

In play action is subordinated to

meaning, but in real life, of course,

action dominates over meaning.

(Vygotsky 1933, page 551)

As Bolton (1983) puts it, one of the purposes of play is
this 'seeking of meaning'. Play therefore is a step in the

direction of abstract thinking and mental development.

From Play to Drama
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In view of the close link between psychology and play on the
one hand, and between play and drama on the other, it is not
surprising that when discussing the nature of drama, many
drama educators and teachers refer also to both psychology
and play. Like Bolton (quoted above) they also discuss the
cognitive and developmental aspects of play. Yardley for

example maintains that:

The spontaneous play of early childhood
involves the child completely, and he
invests all his faculties and resources
in pursuit of it. As a result, play
becomes an act of concentration at times
so completely absorbing as to render the
child oblivious to all else. Play is
also developmental, and from babyhood to
maturity it follows a pattern as clearly
defined as any other aspect of the
child's development. It is, moreover,
orchestrated in relation to all other
developmental patterns, and what affects
the child's play affects his total
growth.

(Yardley 1978, page 283)

It is this total involvement of the child in playing that

Slade (1954) calls absorption and sincerity. He recognises

that these qualities of play appear to be also the very
qualities which characterise drama, and when referring to
the first years of the child he in fact uses the terms
'play' and 'child drama' interchangeably. He goes further,
and states categorically that child drama (which it must be

remembered he always presents with initial capital letters -
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i.e. 'Child Drama') is one of the natural forms of

children's play.

Slade believes that play is an 'inborn' and vital part of
young life, and is in fact life itself. He continues to
define and re-define this concept, referring elsewhere to

play as the root of child drama. Through the 'doing' of

this play, says Slade, the <child discovers life as a
personal and group experience. Slade suggests that the
child's self-confidence, self-concept, and independence are
tied up with the process of finding his personal rhythm
through play. Not surprisingly, he therefore claims that
the understanding of Child Drama lies in the understanding
of two key concepts connected with play, which he calls

personal play and projected play.

Personal play and projected play. In these two concepts

lies the key to one of the major aspects of Slade's
philosophy, namely the idea that man's activity is divided
into two main parts or forms which he describes respectively

as.

a) Personal Play is obvious drama; the

whole person or self is used. It is an

activity form where man takes on the

iag

personal responsibility of doing

something, of being someone, indulging



b)

in accurate communication, playing a
role in special situations of authority
and generally using the whole body in

an active physical sense.

Projected Play is drama too, the whole

mind is wused, but the body mnot so
fully. It is a passive form where man
infuses his mind into objects, symbols
and cyphers outside himself and brings

them to life.

Slade considers that Personal Play and Projected

constitute valid distinctions within play.

play, he argues, develop different qualities
individual.
In Personal Play, the tendency 1is
towards noise and physical exertion on
the part of the person involved. In

Ideally,

Projected Play, the tendency is towards
quietness and physical stillness; and if
there 1is not quiet, some physical
stillness is there.

(Slade 1954, page 35)

in

Play

The two forms of

the

a human will find the correct admixture for his

life of these two ways of using energy. In this context,

Child Drama assumes great importance as a means of balancing

the personality needs of the individual, and aiding
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natural development. Slade maintains that among the arts,
drama is the only one that contains both Personal and

Projected Play.

Slade developed his theory of personal play and projected
play during field work observation of children at play
during the early thirties. He still insists (various
conversations with the present writer) that his whole
philosophy of child psychology depends upon an understanding

of this theory.

In the admixture of these two ways of using energy 'The
child is actor and audience in one because of the delicate
balance of out-flow and in-flow in the realm of experience
and knowledge' (Slade 1954, page 58). In-flow dis 'the
taking-in of ideas and experiences', and out-flow 'the
pouring out of creative forms of expression' (ibid, page

13).

However, as Cox points out:

It is impossible to be sure when Slade
conceived his concepts of Personal and

Projected Play, mnor does one know
definitely of particular influences in
his thinking. There is however some

superficial similarity, acknowledged by
Slade, between his Personal Play types
and Jung's extrovert and introvert,but
this seems to be mainly a matter of
symptoms rather than causes.

(Cox 1970, page 256)
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Slade further says:

Another characteristic of child play is
the circle, and we find it appearing in
many old traditional dances of this and
other 1lands. Often it dis associated
with hunting and the chase, and we even
find it in the rings of the target in
archery and modern shooting, thus
associating it with the very weapons of
the chase. In African tribal dances you
find stamping, clapping, the circle, the
journey and also considerable audience
participation; smear and pattern make-up
too, as well as masks. All pertain to
Child Drama.

(Slade 1954, page 85)

Nowadays, 36 years after Slade wrote this, one can say that
it is still pertinent. In studying Slade's writings, the
present writer found that if they were re-written in more
contemporary language they would still constitute
interesting and relevant material for psychologists,
anthropologists and dramatherapists. It was Slade in fact
who coined the term 'dramatherapy', which makes it
surprising that he is no longer considered a prime reference
for dramatherapists, or is considered only as an historical
reference with a 'romantic' view of the child. However, in
the view of the present writer, it is Slade, with his
concept of Child Drama, who provides one of the most
important links between drama (particularly dramatherapy),

psychology, and education.
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From a very different direction, Jung also emerges as an
important link. Indeed, as the present research eventually
reveals, he emerges as the psychologist with the greatest
influence upon dramatherapy theory and practice. He also
served as a ma jor inspiration for Slade himself,
particularly in terms of the 1links forged by the latter
between education and dramatherapy. Again as the present
research eventually reveals, other dramatherapists place
great emphasis upon the importance of the Jungian
archetypes, and upon Jung's use of the language of metaphor
and symbol. (In the next section these Jungian ideas will
be more fully explored in order to seek clues for the
construction of a possible model of drama as psychological
therapy which also includes play.) They would indeed be in
broad agreement with Feder and Feder when they put it that:

Jung's most original and untraditional

formulation was that of a deeper level

of the unconscious, one of primordial

imagery that is common to all humans.

This collective unconscious is a

storehouse of the accumulated memories

and influences that have been inherited
from past generations.

(Feder and Feder 1981, page 29)

Jung himself wrote (the quote is a long one but 1its

importance merits its presentation in full) that:

The psychic life is the mind of our
ancestors, the way 1in which they
thought and felt, the way in which they
conceived of 1life and the world, of
gods and human beings. The existence
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of these historical layers is
presumably the source of the belief in
reincarnation and in memories of past
lives ..... There 1is no reason for
believing that the psyche, with 1its
peculiar structure, is the only thing
in the world that has no history beyond
its individual manifestation. Even the
conscious mind cannot be denied a
history extending over at least five
thousand years. It is only individual
ego-consciousness that has forever a
new beginning and early end. But the
unconscious psyche is not only
immensely old, it 1is able to grow
increasingly into an equally remote
future. It forms, and is part of the
human species just as the body, which
is also individually ephemeral, yet
collectively of immeasurable duration.

(Jung 1939, quoted by Byrne 1974, page 46)

In support of this argument Jung pointed to the evolutionary
sequence of our anatomy that is recapitulated from
conception to birth. As the fetus grows within the womb, it
resembles other species and even develops during the
gestation period such specific features as gill slits and
tail. This is a biological principle, namely that phylogeny
recapitulates ontogeny, first put forward by Ernest Haeckel
following Charles Darwin's theory of the evolution of
species. In observations of a human embryo from a state of
fertilised egg (zygote) to fully-formed baby, there can be
recognised the stages respectively of fish, amphibia, bird,

mammal and finally the human shape.

Freud also read Haeckel's work, and immediately after doing

so wrote Totem and Taboo (1912), and published an article
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in the the Journal Scientia in which he said 'On a recemment
realise dans le cadre du travail psychanalytique que la
phrase” L'ontogenese est une recapitulation de la
philogenese" doit etre applicable a la vie mentale' (quoted
in Jalley 1981). Freud also claimed that within the life of
the adult we see a recapitulation of personal history in
dreams and neurosis, where the child re-emerges with all the
particularities which characterise her/his way of thinking
and feeling. He also noted a historical recapitulation in
that we find in dreams and neuroses the primitive and wild
man who we know today through archaeological and

ethnographic research.

The biogenetic principle became with Freud a psychogenetic
principle which involved a prescriptive view of the nature
of the human mind, a kind of historical fatalism. This
archaeo-pychology of the mind offered an explanation of the
child-like psyche, and an explanation of the phylogenetic
origins of the 1libido, in certain stages of animal
evolution. At the same time, Freud's approach paved the way
for a number of speculations about a human mystique in play
(folklore, habits, songs, stories, dreams and symbolism).
One of these possible applications was taken up by Jung, who
shared with Freud the idea of an unconscious with historical
origins (Jalley 1981), but who differed from Freud in
presenting the alternative interpretation of the unconscious

(namely the collective unconscious) detailed above.
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Jung says in his Memories, Dreams, Reflections that:

Just as the human body has an
anatomical pre-history of millions of
years, so also does the psycho system.
And just as the human body today
represents in each of 1its parts the
result of this evolution,and everywhere
still shows traces of 1its earlier
stages, so the same may be said of the
psyche.,

(Jung 1963, page 381)

This means that each of us is really a synthesis of our
ancestors, and that our lives are influenced by all the
centuries behind us. This is further emphasised by Jung

when he says that

There are factors which, although we
don't know them, nevertheless influence
our lives, the more so if they are
unconscious. Thus at least part of our
being lives in the centuries .

(Jung 1963, page 111)

Jung held that the evolutionary sequence of experience can
be recapitulated in the individual human, and retained by
him or her as unconscious memories common to all humanity.
He pointed out further the fact that virtually every culture
tells stories that are remarkably similar, such as stories
of divine beings who come to earth to mingle with humans.
Or stories of the angry mother, and tales of wicked witches,

cruel step-mothers and she-devils.
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For Jung these stories and the characters they contain are
manifestations of shared racial memories. Collective

concepts designated archetypes which are expressed in

metaphors, in themes repeated in art and literature, 1in
folklore and mythology, and in religion and philosophy. As
we shall see in due course, this Jungian emphasis upon
mythology, religion, philosophy - and wupon the rituals
associated with them - has had great influence wupon

dramatherapists.

Jung believed that humans can benefit from developing an
increased awareness of the accumulated wisdom stored in
their collective unconscious, and much of his therapy was

focused on facilitating this awareness.

For Jung, the unconscious is not only the accumulation of
repressions but also the wellspring of creativity and the
source of inner guidance. Because of this regard by Jung for
imagination and for creativity as healing forces, Jungian
psychotherapy, even more than Freudian psychoanalysis,
constitutes a rich source of approaches for the practitioner
in the expressive arts therapies. Jung's emphasis on active
imagination techniques, in contrast with Freud's rather
passive use of free association, encourages the patient to
fantasise and to explore. In Jungian therapy, feelings are
expressed and examined through a variety of approaches,

including painting, sculpture, music, and movement.
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Furthermore, Jung's concept of the collective unconscious,
the psychic heritage of mankind, is fundamentally a concept
of the communication of images from generation to
generation. It demonstrates Jung's search for the common
language of imagery, unencumbered by cultural, dialectal and
geographical determinism, and it is this search that
creative arts therapists apparently find so attractive in
his work. The projection and development of images through
nonverbal means generates for the creative arts therapist a
treasury of diagnostic and therapeutic instruments.
Moreover, Jung's concept of 'individuation' is also a
creative and imaginative one, and provides further stimulus
for artistic creativity and for the therapies based upon

this creativity.

The rising dinterest mnot only amongst creative arts
therapists but also among therapists of humanistic
persuasion in mystical and occult themes may well also be
due to Jung's influence, in particular to his acceptance
that such themes, whether or not they represent elements of
external reality, indicate deep areas of concern within the

human psyche.

It is appropriate to extend Jjust a little further the
discussion of recapitulation theory, as this appears to link
directly with the dramatherapist's concern with play. Peter

Slade (personal communication with the author, 1988) insists
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that dramatherapy demands an understanding of child drama,
which in turn relies on a knowledge of <child play.
Recapitulation theory has it that in the development of
children's play (the so-called ontogenic component) there
can be recognized successive patterns of man's history (the
phylogenetic component). In the first decade of the
twentieth century, this theory came to particular prominence
in the writings of the American psychologist Stanley Hall.
Hall was one of the first Americans to sympathise with
psychoanalytic ideas, and argued that, in playing, both
children and adults recapitulate the earlier history of the
species. To paraphrase Hall (1904), the toddler runs
through puddles in memory of his or her amphibious ancestor,
progresses to climbing and swinging - the monkey stage -
and, at about the age of ten, goes on to delight in group
camping and outdoor pursuits in imitation of the activities

of primeval men and women.

Hall's concept of children's play was both physiological and
evolutionary, and various American writers developed his
recapitulation theory, having themselves identified stages

in children's play such as:

1. The Animal Stage - children imitating, climbing,

swinging, hanging, paddling.
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2. The Savage Stage - hunting games, tag, hide-and-seek,

throwing sticks.

3, The Nomad Stage - keeping pets, running away, playing in

huts at the bottom of the garden.

4. The Agricultural/Patriarchal/Early Settlement Stage -

dolls, gardening, digging, sand play, modelling.

5. The Tribal Life - team games.

A parallel can be drawn between these stages and the stages
the normal child goes through in child drama, in that in
child drama the child also shows preferences for clearly

determined quasi-evolutionary stages.

For example the first stage considered by Slade in Child

Drama is from birth until five years old, and marks the

beginning of drama as enacted through play. Many of of the

child's actions take on a circular shape, whether through

movements of the whole body or of individual limbs. In
psychological terms, Slade  sees the circle as the
individual's life-space, and refers to the remarks of

William Stern who said in 1908 that 'Every man experiences
himself as the centre of the space surrounding himself, but
this space is only conquered Dby steps' (quoted in Slade

1954, page 26).
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The next stage from years five to seven is the period of

dramatic play. The child begins to make distinctions
between his own space and the space of others. The child's
enactments tend to be more social, and are characterised by
free expression in an open Space. The third stage, from

years seven _ to twelve, Slade calls the '"dawn  of

seriousness', marked by the development of the moral sense
of right and wrong and the formation of tight cliques of
friends. It is the stage of drama and play, of free
improvisation in movement, and of the development of speech.

The final stage, from years twelve through fifteen, is

characterised by a breaking up into small group circles and
congregation at one end of the room (which Slade sees as a
natural progression towards work on a stage). This new
focus marks the readiness of the child to engage in theatre,

directing his attention towards an audience.

On the basis of this work by Slade and others, the present
author finds it interesting to hypothesise that in the
therapeutic situation it may be helpful to assess whether or
not the child or the adult with problems can experience
these different stages, and thus provide the therapist with
the opportunity to identify what may be lacking in his or

her life.

Cox observes that:

A particularly interesting aspect of
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this part of Slade's philosophy is the
link with Piagetian symbolic views
concerning the role of symbolic play
and imitation in the child's mental
development. According to Piaget,
symbolic play allows a child the
pleasure of evoking past experiences
through a process of assimilation: it
is the type of play which helps a child
to master its own experiences, and may
comprise both Projected and Personal
Play in the Slade sense.

(Cox 1970, page 258)

Cox goes on to say that eventually this type of play

develops into conscious dramatisation. Imitation proper,

on the other hand, does not depend on the assimilation of
the new into the old, but on the accommodation of the old
into the new. Cox sees this imitation as a sign of adaptive
intelligence, an intelligence which involves a new concern
for realism. It therefore indicates that the make-believe
play of the junior school child has lost its egocentricity,
allowing drama at this stage to offer scope for further
development of dinter-personal relationships, and of the

child's powers of perception and of wunderstanding.

Further Developments of Drama Theory and Play

Wilks (1973) takes these cognitive and social dissues

further. He suggests that:
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1. Play permits the exploration of the 'shared world'.
This leads to a closer relationship with the
environment, and an acceptance of the 'real' world.

2. Play provides the opportunity for the practice of
skills, both physical and mental.

3. Play permits the exploration of fantasy in a 'safe'
manner.

4, Play gives rise to the discovery of self and non-
self; it enhances the defining of self and the
understanding of identity.

5. Play is a rehearsal for life.

6. Play provides a harmless outlet for otherwise
dangerous impulses.

7. Group play is a means of socialisation. In play
there is the opportunity to learn to adjust, allow,
assert, and interact in a contained and safely
controlled situation with others.

8. Play is a means of therapy ... of 'letting off
steam' ... of acting out 'blocked feelings and
frustrations'.

9. Play is a form of recapitulation; that is, each
child lives out the history of the culture within

which he 1lives; the desire to make dens deriving
from the ancestor's need for shelter etc.

This recognition by Wilks of the fact that child drama is a
bridge between education and therapy (in particular
dramatherapy) lends support to Slade's previously mentioned
concepts, and allows us to see them as providing an even
stronger bridge Dbetween drama (as child drama) and
psychology. Another plank in this bridge is the recognition
by Wilks that drama 1is preventative of psychological

problems, and thus can serve as a form of pre-therapy (see
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also Fontana and Valente 1991a). In a sense it allows us
to suggest that the whole process of child drama can be seen
as therapeutic in that its main aim is the development of a
well-balanced, emotionally-stable personality. Slade
presented just such a notion in a lecture given by him to

the Guild of Pastoral Psychology in 1958. Slade said:

Drama falls into three main divisions
«ess. a) conscious and intended therapy,
b) constructive education, and «c)
prevention. By conscious and intended
therapy is meant all forms of carefully
applied drama, such as psychodrama, and
what I have called dramatherapy; by
constructive education a wide and wise
educational system, which includes not
only the three R's, but which allows
time and opportunity for aesthetic
discovery and practice, for training of
the elimination of unnecessary suffering
by more thoughtful and knowledgeable
behaviour on the part of parents towards
children, and adults towards each other.
Drama has a part to play in all these as
an aid to confidence, hope, feelings of
security, discovery of sympathy, and to
concentration.

(Slade 1958, page 5)

Elsewhere, Slade emphasises however that we must not make
the mistake of equating child drama with adult theatre. He
writes (1954) that theatre in the accepted sense is an adult
concept that cannot be 'watered down for the young child's
consumption, because it assumes certain aspects not yet
arrived at in the child's natural development'. For the

child, drama is 'a creation «.... It is born of play and
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is nurtured, guided and provided for by the wise parent and
the able teacher.' He goes on:

Drama means 'doing' and 'struggling'.

It is the great activity: it never

ceases where there 1is 1life; it is

eternally bound up with mental health.

It is the Art of Living.

(Slade 1954, page 25)

The adult concept of theatre, with such adjuncts as a
proscenium stage, 1is inappropriate because 1it interferes
with the child's natural acting, encourages showing-off and
destroys two of the great qualities of child drama, namely

absorption and sincerity. Slade (1954) sees absorption as

'being completely wrapped up in what is being done or what
one is doing, to the exclusion of all thoughts, including
the awareness of or desire for an audience'’ (page 12) and
sincerity as 'a complete form of honesty in portraying a
part, bringing with it an intense feeling of reality and

experience' (page 14).

Adult theatre also spoils the natural development of child
drama because it introduces the ideas of script and of
judgement. It can also get in the way of the balanced
development between projected play and personal play, of

inner self and outward material, of in-flow and out-flow.
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Child drama, in Slade's contention, can only develop into
adult drama when it has gone sequentially and fully through
each of the respective stages of play, dramatic play,
improvisation, polished improvisation, some words written
down, stories and dialogues copied from films, radio and
life experiences, improvised expression (coming from
language flow), and improved writing ability mixed with
improvisation. Oout of this last stage comes a tolerably
good written play (circa the age of thirteen years onwards).
Thus although child drama itself doesn't include script
work, it is a stage towards its development and its eventual
enjoyment and internalisation. If a child is progressively
stimulated in the proper way, he or she will eventually
approach the level at which the proscenium and the audience

become appropriate.

This argues not only the importance of play, but also the

importance of improvisation. Slade argues that

improvisation can also be an important link between drama
used as an aid in child development and the other creative
arts such as dance, art and music. Improvisation does of
course have a long tradition and did not originate with
Slade. Others were using it in education and theatre during
the first three decades of this century (e.g. Cook 1917,
Finlay-Johnson 1920, Stone (in Stewart 1968), Dalcroze 1973,
Brecht (in Willet 1977), Mawer 1934, Driver 1936, Spolin

1963). But Slade was one of the first to emphasise its
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psychological value to the growth of young chidden. He was
also the first to present the concept of a developmental
approach towards the use of improvisation related to the
stages of healthy child development. In doing so he showed
a respect for each child's rhythm of development, and a
golden rule of child drama for him was not to hurry up this

rhythmic process of growth.

He further emphasises the sense of a developmental, rhythmic
process by his use of the word fluid to characterise child
drama. Fluid means for him 'moving and changing readily,
not solid or rigid or stable ..... One of the chief
characteristics of child play is the Jjourney; there is no
permanent place of rest, all is fluid; but as the child
grows older it slowly imposes upon itself a more rigid and

static form' (Slade 1954, page 84).

This concept of a journey -carries with it of course
therapeutic connotations, and further emphasises the 1link
between child drama and therapeutic experience. He thus
sees it as an essential concept in dramatherapy, emphasising
that (personal communication  with the author) "an
understanding of the normal development of child drama 1is
particularly important for the understanding of
dramatherapy'. He stresses further that journeys are full
of different kinds of stimuli, and thus that both child

drama and dramatherapy are in fact integrative disciplines
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for all the arts, and that both child and adult will arrive
at this integration if natural development is allowed to
occur., The key essential is to encourage this mnatural
development, rather as the gardener encourages the natural

growth of a garden.

In this context, it is interesting to note Slade's constant
and unfashionable use of the word 'happiness'. His liking
for this word leads some authors to consider him a romantic
writer (e.g. Ball 1983, Hornbrook 1989). More
appropriately, though, one can consider him as deeply
influenced by psychodynamic concepts such as those of Jung,
in particular in his identification of the importance of
symbols in children's play and in their drama. One example
of this is the way in which, as Bolton (1984) points out, he
explores children's use of the circle or ring. In doing
so, Bolton considers he expanded and refined the power of
symbolic shapes earlier identified by Lee (1915) who wrote

that:

There is in the ring game the sense of
belonging to a social whole ..... We
feel and care about the ring itself.
There is a sense of personal loss if it
gets broken - to have it squashed in one
side gives a sense of impaired
personality ..... and we hasten insuch
case with much squealing, to mend or
round it out again. The ring is now a
part of us, as we of it .....It is an
extension of ourselves, a new
personality; we act now not as
individuals, but as the ring; 1its
success is our success and what hits us.
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The ring, like the family, is a social
whole.

(Lee 1915, page 139)

Bolton suggests that Slade was mainly concerned with the
child's 'personal circle' that goes along with his path of
individuation, rather than with the collective experience of
standing together with others. Bolton argues further that
it was this emphasis which led Slade (and those who followed
him) 'to focus on the symbolism of the clinic rather than of
the theatre', thus beginning the trend by drama teachers to
see part of their function as that of therapist (Bolton

1984, page 31).

Slade was also responsible for stressing the importance of
the use of myths in therapy, and these now feature very
prominently in the work of many dramatherapists. He notes
the very close comparison between child drama and the
ancient Egyptian Passion Play of Osiris, which lasted for
three days and processed from place to place. He also
stressed the importance to drama of ritual, and pointed out
that ritual has always accompanied the human race. We
find in it ceremonies, in wars, in journeys, marriage,
death, vengeance and resurrection. All of these are also
typical of children's play, even down to the audience
participation which was a feature of the three day Osiris

Passion Play and which involved the watching crowds joining
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in spontaneously, 'uttering piercing shrieks, the women
beating their breasts at the entry of the body dinto the

temple' (Slade 1954, page 85).

As a point of incidental interest, Slade informed the
present writer that he first discovered the therapeutic
implications of drama during his own adolescence in the late
1920s. At that time he had the strange experience of
belonging to a peer group the members of which suffered to
such an extent from disaffection and depression that they
frequently spoke of committing suicide. It was only by
introducing them to drama and to athletics that he was able
to help them pass their exams and find the will to make
something of their lives. Later Slade worked with what he
called at that time 'backward' and disturbed children, both
in and outside the classroom, and also worked in close co-
operation with the medical profession, refining further his
ideas of the link between therapy, the creative experience

and the educational process.

Drama in Education and Personal and Social Development

Often influenced by Slade, a number of other pioneers of
drama in education also contributed, albeit in a number of
different ways, to the development of this link. Those who

supported the idea of drama as 'theatre' stressed that the
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main importance of drama to children is that it involves
them in the intrinsic value of 'acting'. In other words,
that children's personal development is enhanced simply
through the activity of playing different roles in imagined
situations. These ideas derive from theories of acting
which suggest that in order to portray characters
realistically and in depth the actor has to act as if he
were the character himself. The actor creates an image of
the character by improvising situations which he feels his
assumed character might experience (this is the approach of
Stanislavski as will be detailed later in this thesis). 1In
doing so, he naturally explores and develops or controls

certain aspects of himself.

These ideas have formed the basis for much educational
drama, and the advocates of them have done a useful job in

stressing the need within creative education for action in

both physical and verbal senses. They have thus made
movement an important feature of drama in education. But

movement of course means many things to many people, and,
together with the varying concepts of drama that underpin
all theoretical approaches, this has led to the development
of a number of different conceptualise of what educational
drama actually means, particularly when it is employed as a

means towards personal growth.
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One approach for example is movement and mime; another is

the acting out of mythical or historical stories through
teacher-directed role play (Slade called this 'imagination
training'). This latter type of drama involves the acting
out of a story such as that of Theseus and the Minotaur.
Every child plays Theseus, and acts out the story while the
teacher is mnarrating it, often to the accompaniment of

suitable music.

Another example of the different approaches relevant to
personal development is the acting out of contemporary
social issues through teacher-directed role play and child-
centred group improvisations in which the emphasis is on the
subject matter chosen by the children themselves. Way

(1967) describes this approach as the use of games, where

children work within rules rather than create them.

Another example is the study of literature or related

subjects through drama. This is the approach of many
secondary schools where drama is seen as part of the English
syllabus, and where the literature itself carries an impact
upon the way in which the child thinks about himself and his

life. Yet another example is the study of drama as a

training for 'theatre', In this approach there is a set
syllabus including a study of the history of theatre, stage
management and the producing of unscripted performances, and

sometimes including formal examinations (e.g. GCSE Drama),
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though unless made explicit the personal development aspect
can easily be lost sight of here. '"Theatre in Education'
teams are yet another way in which drama (in this case in
the form of professional theatre) can be used to engage

children at personal and emotional levels.

All the above approaches, including usually even the last-
named, involve the participation of pupils through acting.
That is, they stress the importance of 'doing', and are
based on the premise that everyone can act - and can learn
from the experience of acting - if the environment is a

generally non-competitive and supportive one.

Bolton (1990) takes the issue of personal development
further when he lists the specific aspects of what he calls
'the maturing process' which are helped through the
educational wuse of drama. These include sensitivity,
commitment, confidence, self-assertion, eagerness to learn,

the development of positive thinking, and the acquisition of

wisdom. Each of these, Bolton maintains, is a 'kind of
natural outcome of drama activity over a long period' (page
11).

Bolton also stresses the value of drama to the child's

social development, an area closely 1linked to that of
personal growth, and identifies the objectives here as the

encouragement respectively of group awareness, of listening
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skills, of respect for others, of leadership and follower

qualities, and of belief in democracy.

Referring to the work of educational drama practitioners
such as Bolton and Dorothy Heathcote, Landy (1986) stresses
that 'Although their aims are educational, their thinking
about drama and their applications of drama to the needs of
special populations borders upon the field of dramatherapy'
(p.88). That is, they demonstrate the absence of a boundary
between (educational) drama for personal development on the

one hand, and drama as therapy on the other.

Landy goes on to say that:

In working through a more superficial

technique - that of creative dramatic
exercise - educational drama provides a
model for treating the short term or the
severely disabled client in

dramatherapy. Further,the use of simple

drama exercises and games such as

mirroring, sensory awareness, and trans-

formation of objects, applies to warm-up

procedures helpful in beginning any

dramatherapy session.

(Landy 1986, page 88)
Bolton, on the other hand, has reservations about the fact
that 'Art educators have been expected to pose as guardians
of emotional development' (Davies and Lawrence 1986). He
concedes that people who object to the notion of emotional

development as central to education might well be prepared

to acknowledge a function of the arts as that of a 'safety-
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valve' (a view no doubt influenced by the affinity Freud
observed between the neurotic and the creative processes),
but goes on to maintain, somewhat ambiguously, that 'art
educators generally do mnot wish to be thrust into the
therapy role, and yet they often see their sub ject as
dealing with deep personal expression' (Davies and Lawrence

1986).

Ross (1974) takes a similar line when he says that:

The expressive arts in school are not
about reactive expression. Nor are they
'"basically' therapeutic in the sense of
compensating for or relieving the
damaging consequences of chronic
emotional deprivation ..... nor is arts
education concerned with the purging of
otherwise socially disruptive energies.

(Ross 1974 page 42)

Bolton further emphasises the point by contending that the
concern should not primarily be with art as a treatment,
although it can certainly be a helpful means to this end
both in special situations and in mainstream education. For
particular children, he even accepts that the experience of
art may be an escape or cathartic release, but remains
wedded to the idea that the class teacher should not be a
clinician 'monitoring his «class in terms of potential

sickness'.
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These views show something of the present divergence of
opinion as to the therapeutic role of drama and the arts
within education, but even differing from each other as they
do they all support the view that artistic experience has a

therapeutic impact upon psychological growth.

Ball (1983) suggests it may be helpful to see them in fact

as posing between them three main questions:

1. How can educational drama best be used as a process

of self-expression?

2. How can educational drama best be used as a method

of acquiring different forms of knowledge.

to the

I_l
)
(w
1)
o

3, How can educational drama best be re

theatre arts?

Ball then goes on to present a fourth equally important
question - and one which touches even more closely the
concerns of the present study, namely if and how drama can

be used as therapy. She expresses certain reservations.
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'Evidence ..... (reveals) that one of the worst features of
drama in education dis that it can lead to therapy and
ideology masquerading as education and art.' (Ball 1983,

page 338).

Ball's worries about unprepared teachers wusing drama for
such delicate purposes as dealing with personal problems are
understandable. These worries would seem to suggest the
necessity for teachers to have a personal experience of
drama orientated therapeutically, together with a special
interest in this area of intervention, Not all drama
teachers will want this experience or want to use drama as
therapy with their students, but it will be relevant for
those teachers who want to act as facilitators of personal
development to know what dramatherapists have to tell us
about this form of dramatic experience. This knowledge will
help them in the use of drama as a means towards self-
expression, a utilisation of drama which need not of course
be in contradiction to other more formal uses of the

subject.

Relative to this interrelationship of teaching and therapy

Jennings says:

Whilst teachers are obviously not
equipped to replace the psychotherapist,
it cannot be denied that there are over
laps in the responsibility of all
professions concerned with the overall
mental, physical and emotional well-
being of the population. Furthermore
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there are skills and techniques in
specialised fields, such as group
dynamics and role playing, which can be
used by all 'caring' disciplines.

(Jennings 1984, page 6)

We need therefore at this point to review examples of these
techniques and skills as practised by those who, although
they may not call themselves therapists, use drama in a way
which is deliberately aimed at producing change and

developing self-awareness in young people.

Dorothy Heathcote. Heathcote's highly influential work is

presented in some of her own writings but best summarised by

Wagner (1979) in her book Drama as a Learning Medium. The

title says something of what is one of the fundamentals
features of Heathcote's approach, namely that drama 1is a
tool for learning. Heathcote uses the method of 'teaching-
in-role', in which the teacher assigns herself a role in the
scenario which although it guides the content nevertheless
demands supportive participation from the students. For
Heathcote, theatre is a by-product rather than an end
product of dramatic activities, and the essence of her
method of teaching bears a close resemblance to some of the
techniques employed in sociodrama, even though  her

objectives may not always be similar.

Dorothy Heathcote, as Wagner explains, does not use children

to produce plays. Instead she uses drama to expand their
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awareness, and to enable them to look at reality through
fantasy. She believes that the dramatic act helps us to
explore the feeling of an experience, and thus both decrease
any anxiety we may have towards that experience and increase

our control over it.

For Heathcote (1972), the teacher's aim is to use drama 'in
the way in which it will most aid him in challenging
children to learn'. The techniques Heathcote most
frequently advocates for this is improvisation, which I have
already discussed in some detail earlier in this chapter.
Through this improvisation, the pupils 1learn to make
decisions and to solve problems that affect their own and
other's lives, as much of the content of the improvisation
that develops when working with children usually has a moral
basis. Heathcote says:

I am concerned, in my teaching, with the

difference in reality between the real

world where we seem to 'really exist',

and the 'as if' world where we can exist

at will.I do live but I may also say,

'If it were 1like this,this is how I

would 1live'. It is the nature of my

teaching to create reflective elements
within the existence of reality.

(Heathcote 1972, page 149)

Heathcote quotes Brecht who calls this 'visiting another
room', and then goes on to claim that:

Dramatic activity of whatever kind, can

be said to provide us with metaphors to
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our real lives, which in turn allow us
to reflect about our life's experience'.

(Heathcote 1972, page 149)
'"Metaphor' and 'reflection' emerge in fact as very important
concepts in Heathcote's concept of drama in education. As
we shall see in due course, these are also very important
concepts for the practice of dramatherapy, and this
therefore helps to further one of the aims of the present
thesis, mnamely to establish bridges between drama in

education and drama in therapy.

From this brief summary of Heathcote's work we can see how
meaningful her perspective can be for dramatherapists. Her
work is intuitive and creative, and uses techniques and
situations which allow the students to make most of their
own decisions, with mneither the teacher nor the class
knowing exactly what will happen next. In Heathcote's
approach, the teacher takes risks, but is never so risky
that the class are unable to sense her authority and her

leadership.

It is interesting to refer to Wagner's description of how
Heathcote sees teacher training.
In teacher training Heathcote is not in

the business of giving how-to gimmicks
or little tricks of the trade help

(students) through a lesson. Instead
she is helping them to know why they're
doing what they are doing. She wants

them to learn to be wvital,alive,
tolerant, patient, observing people who
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trust themselves and are capable of
creating a good working relationship
with others. She wants them to be aware
of the potential and 1limits of their
personalities and values.

(Wagner 1979, page 218)

Wagner bases this summary in part upon her own experiences
of working with Heathcote, and asserts that such experiences
'helped me to act on my basic beliefs and to assume a role
with conviction, thereby revealing a flexibility I never

knew before' (ibid page 224).

This perspective on training may well be equally relevant to

the training of dramatherapists.

Gavin Bolton. Bolton (1979, 1984) worked for many years

with Heathcote and elaborates upon her techniques in his own
writings. Both he and Heathcote view drama as a profound
means of experiencing and reflecting wupon experience.
Stressing the cognitive nature of drama as a means to think

through an issue, they posit the dramatic as a central

method of learning all subject matter content. Bolton
advocates different types of drama, one of the most

important being 'drama for understanding', which reflect a

particularly cognitive approach. He holds that:

In play and in drama there 1is obvious
learning potential in terms of skills
and objective knowledge,but the deepest
kind of change that can take place is at
the level of subjective meaning. The
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learning ..... has to be felt for it to
be effective.

(Bolton 1979, page 31)

Thus Bolton claims that in education the creation of a drama
is 'an opportunity for the child to express his feelings

about the objective world' (Davis 1985).

Bolton describes this kind of drama as the connecting of the
individual participant's internal and external realities.
Referring to dramatherapy, Jennings (1986a) also stresses
the need for this 1linking of the internal and external
realities in order to attain the objective of self-awareness
and insight. Jennings points out the particular importance
of this objective when working with people who have
difficulties with self-perception, such as the mentally
disabled, and she Bolton and Heathcote all worked
extensively with emotionally disturbed and developmentally

disabled populations in schools and institutions.

Talking about Bolton's work and how it evolved over the
years, Davies and Lawrence (1986) note that the essential
feature of it is its treatment of the actual experience the
learner has in drama. It shows a movement away from direct
experiencing to a shifting dialectic between experience and
demonstration. In other words, for Bolton the dialectical

unity of drama is made up by the experience itself and the
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reflection upon that experience. This kind of emphasis 1is
meaningful for dramatherapy, where reflection - and the
sharing of that reflection with others also plays an

important role (e.g. Gersie 1987).

The work of Heathcote and Bolton in spite of their
theoretical objections to the use of the term 'therapy'
suggest to me a return to the roots of drama in education,
that 1is to its wuse in personal development and in the
therapeutic functions proposed by Slade. Like Slade, they
see drama as a 'living through' what is happening in the
life of the student at the time, not an artificial acting

out (see Bolton 1978).

But Bolton and Heathcote go further in that they tend to
focus upon individual and social issues by creating a
complex and dramatic representation of the reality within
which the participants can relate their dramatisation to
everyday life. Bolton believes that 'when drama is a group
sharing of a dramatic situation it is more powerful than any
other medium in education'. Heathcote goes even further
still in that, as Hare (1988) puts it, she 'moves from
Bolton's drama for understanding to drama for empowerment'

(page 25).

Richard Courtney. A founding member of the American

Association of Dramatherapy, Courtney started his career as
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a drama teacher. Among his many books and articles in the

field Play Drama and Thought (1974) is particularly

distinguished. For Courtney, drama is a universal activity,
and the total expression of mind. He insists that drama is
the external representation of what takes place internally,
and as such is not partial but inclusive of all aspects of
our inner 1life including <cognitive, affective, aesthetic,

psychomotor, and moral aspects.

As a result, he sees drama as providing confidence, feelings

of self-worth, positive attitudes to the self, and a sense

of mastery and success. He considers that 'Spontaneous
drama helps people to live. It is a vital and dynamic way
of adjusting to existence' (Courtney 1981, page 1),

functioning in both the cognitive and the affective domains
at the three levels of personal, social and cultural. Thus
for every child, 'creative drama is to a certain extent

therapeutic' (Courtney 1965, page 1).

Courtney (1987) considers that the use of dramatic action is

appropriate in a variety of practical situations including:

1. Educational drama (for learning of all kinds).

2. Dramatherapy (for "helping" others including those

with mental and physical dysfunctions).
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3. Social drama in a variety of forms such as
improvement of interpersonal and social
relationships (communication), the codification of
beliefs and behaviour (ritual), social status
(rites of passage), understanding and working with
complex systems as in business and the space
program, (simulation) and acculturation (cultural

drama).

4, Theatre where players present dramatic action to an
audience who understand the experience in
metaphoric and symbolic terms while being

entertained.

Courtney considers that the above points acknowledge that
dramatic action is valuable in both 1life and art. He
defines the drama of everyday life as a mode of mediation
that creates meaning between the personal and the social.

The first two of the above four points are the ones of

particular relevance to the present Study.

Many other writers also stress these aspects of self-
awareness and self-expression, and the distinction that can
be made between drama used to achieve these ends and drama
used more formally. Barnfield sums this up in a way when
he says that 'Free drama is essentially a form of personal

expression', as opposed to formal drama which is 'a personal
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form of artificial expression' (Barnfield 1968, page 24)
Overall, it seems therefore that we can conclude that, in
spite of the divergences over details, and in spite of the
somewhat exaggerated claims made on occasions, a wide range
of influential authors seem agreed that, used in certain
specific ways, drama can be an important aid towards the

psychological and social growth of the individual.
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PART II: CHILDREN WITH SPECIAL NEEDS
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Drama and Special Educational Needs

The current position regarding the use of drama and, more
broadly, of the creative arts with children special
educational needs in the UK is, on the basis of the present
writer's contacts with the relevant authorites, highly
unsatisfactory. As part of her research, she approached
all the bodies in Britain identified as 1likely to be
involved, in one way or another, in the use of the creative

arts with special needs children. These bodies included:

Department of Education and Science

Special Educational Needs Advisory Council
National Association for Drama in Education
National Association of Drama Advisors and Teacher Educators
National Association for Remedial Education
Society of Teachers of Speech and Drama

National Council for Special Education

National Association for the Teaching of Drama
British Theatre Institute

Drama and Theatre Education Council

Young Theatre Association

British Theatre Association

Befordshire Service for Hearing Impaired Children

British Association of Teachers for the Deaf
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National Association of Drama with the Visually Handicapped

Forum for the Advancement of Educational Therapy.

In addition universities such as the University of Liverpool
and the University of Bristol with particular links with
special education were also contacted, together with

appropriate special schools throughout Britain.

A representative sample of the letters sent to these bodies
is given in Appendix I A, but the aim behind them was to
identify centres where interesting relevant work was being
carried out, or where suitably knowledgeable individuals
could be visited and interviewed. The results were somewhat
disappointing.. The bodies concerned were meticulous in
replying and responded with great courtesy, but although
there appeared to be pockets of good work going on in some
parts of the country, it was clear that there was nothing

that could usefully be recognized on a national scale.

Nevertheless, the use of the creative arts with special
needs children is generally acknowledged as desirable. For
example, Wilson and Evans (1980) show clearly the relevance
of the creative arts in the education of children with
behaviour problems in special schools when they state:

Creative activities often seem to

express and communicate strong feelings,

relieve tension and give satisfaction we

know that many disturbed children have

intra-psychic conflicts and suppressed
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anger or distress which might be better
expressed in symbolic form than in
aggressive behaviour.

(Wilson and Evans 1980, page 178)

All expressive activities (music, drama, dance or craft)
would therefore seem to the authors to have particular
importance in the process of helping children towards a
better understanding of themselves. With special needs
children, as with other children, methods of work must

however be adapted to individual needs and characteristics.

Since the expressive arts in schools are concerned mainly
with methods of individual expression, they do in fact offer
an important way of satisfying these needs and of providing
an appropriately varied and wide-ranging set of
opportunities, Morris recommends 'using as wide a variety
of stimuli as possible so that all the senses are stirred

into response' (Morris 1978, page 193).

One difficulty is the sheer size of the problem. Ramasut
(1989) points out that 'The Warnock Report (1978)
concludes that up to one in five children are likely to have
special needs at some time in their school careers and up to
one in six could be expected to be having difficulties at
any one time' (page 8). The daunting size of these numbers
shows how serious the challenge posed by special needs

children actually is, and brings home to us the urgency of
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finding a way of translating the general recognition of the
value of the creative arts in special -education into
teaching methods which will allow theory to be translated

into effective classroom practice.

Self- Esteem and Dramatic Experience

Extended discussion of the reasons for the large incidence
of children with special needs lies outside the scope of the
present Study (for a discussion of these reasons see e.g.
Douglas 1964, Reynolds 1982, Galloway, 1985), but it is fair
to say that the problem is a multi-causal one involving
family, school, teachers, and society in general. It might
thus be appropriate to talk mnot only of children with
special needs but also of teachers with special needs,
parents with special needs, schools with special needs and
even society with special needs. This would allow an
interesting change of emphasis, but for present purposes it
is more important to draw attention to the wide range of
problems covered by the term 'special needs’, and ask if
there is one common factor which appears to underpin many of
them, and which may be particularly susceptible to treatment

through the therapeutic use of the creative arts.

Such a factor appears to be the inability to value oneself,
or, put more simply, low self-esteem. This fact is pointed

out by Fontana (1989) who writes that 'It is sometimes said
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by psychotherapists that the single most important cause of
psychological problems in the individual is the inability to
value oneself ..... in the school context, both the isolated
and the delinquent child suffer at the psychological level
from the same basic lack of any real sense of personal

worth' (page 177).

Galloway (1985) makes a similar point when he suggests that
two fundamental aims for any school might be enhance pupils'
self-concepts and to promote a feeling of developing
competence in place of the low self evaluations present in
most special needs children. As we shall see in due course,
one of the findings of the present research is that in the
view of practitioners dramatherapy helps to develop self-
esteem, and it will Dbe suggested therefore that the
enhancement of self-esteem is an area where dramatherapy

appears to have major scope for therapeutic intervention.

As Fontana puts it:

Like it or not, from the moment they
enter infant school wuntil the moment
they leave the high school, children are
faced with the language of success and
failure. Not just as expressed in marks
and grades, but also as expressed in
teacher comment and in general attitude
eees. The inevitable result is that
while some children receive a continuing
boost to their self-esteem, others
receive a continuing assault upon it.

(Fontana 1989, page 180).
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And it 1is of course children with special mneeds who
particularly notice the success achieved by their more able
peers, and who are most likely as a group to contrast it

with their own depressed performance.

The peer group further serves to lower self-esteem in many
children. Galloway (1985) sees the power of the peer group
as effective in both inducements to disruptive behaviour and
also in supporting motivation to learn. Fontana (1989) also
recognises this fact, and emphasises the practical part that
the teacher <can play in enlisting the peer group for
positive ends. 'Since most low self-esteem children and
young people suffer 1low esteem in the eyes of their
classmates (or can only attract high self-esteem through
toughness and disruptive behaviour), the wise teacher will
see to it that the success offered to such children is
public successS ..... a word of praise here, an approving

comment there .....' (page 181).

The enhancement of self-esteem within the context of the
hidden curriculum of peer and pupil-teacher relationships is
an area where work 1in drama can have a particularly
important role to play. Dramatherapy, with its purposeful
use of drama for therapeutic and personal development,
clearly has a great deal potentially to tell wus about this

work.
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An area where lack of self-esteem has effects and which is
particularly important for children with special needs, is
academic achievement. There is extensive evidence
indicating a positive correlation between self-esteem and
academic achievement (Purkey 1970, Burns 1979). There is
some discordant research as to whether self-esteem has a
causal predominance over achievement (Shavelson and Bolus
1982) or achievement over self-esteem (Caslyn and Kenny
1977), but Lawrence (1985) claims that the phenomenon is not
uni-directional, and that in practice attention should focus
equally on both self-concept and achievement skills. The
research of Lawrence is of particular importance to the
present Study as his experimental design included the use of

drama with special needs children.

Lawrence conducted his experiment with 374 eight-year-old
retarded readers, using the Distar reading programme (Direct
Instructional Teaching Technique). The children were
allocated to four different treatments - Distar, Distar plus
counselling, Distar plus drama, and non-special treatment,
and it was found that Distar plus drama and Distar plus
counselling produced higher gains in both reading skills and

self-esteem than did the non-therapeutic treatments.

The dramatic activities used by Lawrence were structured to
allow children to take risks and experience success through

the use of role-play. A subsidiary aim was to give them the
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experience of 'risk taking'. It was hypothesised that these
children would benefit from being helped to take risks in
drama role-playing experiences and so appreciate that risk-

taking does not always result in failure.

The experience of success is a very important aspect of the
work with special needs children. Fontana (1981) stresses
this fact: 'It is one of the golden rules of the remedial
teacher that the classroom must be so structured that each
child can experience success, no matter how low his personal

level of ability happens to be' (page 32).

Lawrence (1985) explains that the individual with low self-
esteem cannot easily take risks either physically or in the
sense of using the personality, since he or she is afraid to
allow others to see the 'real person'. Consequently such a
person tends to adopt a mask as a defence against self-
disclosure. Through role-playing and other dramatic
activities, the low self-esteem child is allowed to deny any
hint of personal involvement (and therefore self-
disclosure), but at the same time to have practice in
expressing feelings and showing confidence. This practice
renders the child more likely to behave with this emotional

freedom and self-confidence in the future.

Lawrence also emphasises the importance of the child's

perceptions of others. Commenting on the group who were
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provided with Distar plus counselling in his experiment he
says that it was inferred that the children's perceptions of
themselves changed as the counsellors were perceived as

valuing them more positively.

The fact that low academic achievement is often due to a
child's definition of himself as a non-learner was first
demonstrated by Lecky as long ago as 1945. Other studies
such as that carried out by Shavelson and Bolus (1982) also
show that self-esteem is positively related to academic
performance. Their research, which is related to the
hierarchical multifaceted nature of self-concept and to the
causal relationship between self-concept and achievement,
leads them to conclude that the self-esteem of child in
school is a crucial factor in his/her learning at all levels
of success. Dramatherapy, with its specific intention to
facilitate self-development and self-change, has always been
upheld by its apologists as offering a methodology for
developing such positive self-esteemn. Jennings puts it
that:

Through enactment and re-enactment man

is not only capable of personal growth

and change, he 1is in fact maintaining

his social and individual identity.

(Jennings 1983b, page 3)

The methodology of dramatherapy as outlined by writers such

as Jennings, together with the research findings yielded by
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the present Study, will allow the present author to offer in
her concluding chapter some guidelines on an appropriate
dramatherapy curriculum for use with special needs children.
And here it must be stressed that when the term 'special
needs' is wused in the present Study, it covers not only
those with severe problems but also those with mild or
moderate emotional and behaviour disorders and learning

difficulties.

When discussing children who fall into these mild or
moderate categories, it must be acknowledged that there is
no absolute standard for a <child's normal or abnormal
behaviour. We rely primarily upon subjective social norms
(Upton 1983), and as Fontana (1988) pcints out, it is the
parent and teacher expectations arising from these norms
that very often determine whether a child's behaviour is
categorised as problematic or non-problematic, together with
parent and teacher 'tolerance level'. This suggests there
is an extent to which the home and the school 'manufacture'
the children who fall into the mild and moderate categories.
The implications of this are profound, since as some studies
(Chazan 1964, Rutter et al. 1979) show, even mild learning
difficulties appear to render children more susceptible to

emotional and behavioural disorders.

Chazan (1964) implies that the difficulties encountered by

these children can in fact be largely avoided if a more
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therapeutic approach towards them is adopted, a point which
is also taken up by Gulliford (1985) who suggests that one
of the forms this approach should take is the provision of a

teacher-child relationship which encourages and sustains

pupil's hopes and motivation. The development of such a
relationship is an area in which the creative arts - and
dramatherapy in particular - can potentially play an

important role, since the creative arts offer opportunities
for children with mild and moderate as well as with severe
difficulties to express their feelings in a positive way
instead of building up repressions and tensions, and to
operate as equals amongst their peers, thereby building
self-esteem. By having their ideas accepted by both teacher
and peers their anxiety over their cognitive abilities can
also be reduced, and they can thus be helped to believe they
have the potential to progress (see Mosley 1987a and Hossent

1987).

Yet in spite of dits potential benefit for special needs
children, dramatherapy is currently very little used with
them. When Mosley (1988) approached Evans and Wilson (1980)
co-directors of the Schools Council Project 1into the
'education of disturbed children' as to whether they had
discovered any practical drama initiatives she was told
that:

During our survey we gave considerable

thought to the use of dramatherapy with

disturbed pupils as theoretically it
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should be of great value to them. We
had discussions with well-known workers
in the discipline and with workers
during our visits. We also had the
evidence of responses to our various
questionnaires. In fact we found that
dramatherapy was hardly used at all.

(Mosley, 1988, page 10)

Although in its seminal roots dramatherapy comes from
education there is today more emphasis upon its clinical
than upon its educational application. In addition even Sue
Jennings, the most prolific author in the field, who
initially worked in remedial education and wrote a most
informative and inspiring book based on that experience
(Remedial Drama 1984), is presently producing most of her

writings on the anthropological and theatrical perspectives

of dramatherapy (see e.g. Jennings 1990). Such a
perspective appears to lend ditself more to work with
highly intelligent adults (who understand the

anthropological issues and the relevant theatrical works
upon which Jennings' therapeutic approach is now based) than
to work with special needs children. The programmes of the
conferences most recently organised Dby the British
Association of Dramatherapists contain very litlle in the
way of papers or workshops dealing with education or work
with children (see Appendix II). This sits oddly with the
findings of the present research reported in due course (in

Chapter 8), that in the view of most practising
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dramatherapists special needs children are the group who

benefit most from dramatherapy.

In the view of the present writer, there is the risk that in
searching for professional recognition within the family of
psychological therapies dramatherapy is desregarding the
areas of both children and adults with special needs, and
seeking to distance itself from education per se. It seems
that there is a marked desire amongst those who set the pace
in dramatherapy to avoid the risk of dramatherapists being
seen as simply rather specialised remedial teachers. This
is understandable up to a point, but it not only robs
dramatherapy of one of its most potent formative influences,
but also robs special needs children and adults of one of

their most potent educational resources.

As Mosley puts it:

Even though there is a current renewal
of educational interest in and a concern
to explore the practical imperatives
from self-theory, there has been little
attempt in the recent associated
literature to establish, or aven
acknowledge, the wunique relevance of
drama methods to the development of
positive self-concepts.

(Mosley 1987b, page 15)
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Unfortunately the absence of this attempt is not confined to
educationalists, but extends to many leading dramatherapists

themselves.

Mosley has it that dramatherapy's

'own proponents have failed to establish
a forum for the discussion of its
methods within the firm theoretical
frameworks offered by such well-
respected theorists as Mead (1934) and
Rogers (1951, 1959, 1969, 1983). It is
precisely because there has been a lack
of any systematic theorising that drama
claims regarding self-development, have
been increasingly discredited by
powerful voices like Hormbrook's (1980
page 187), have been able to urge to
'depsychologise drama'.

(Mosley 1987b, page 15-16)

In the view of the present writer to depsychologise drama
would result in our ignoring altogether the psychological
processes associated with drama, and the psychological
benefits that can stem from its intentional therapeutic use.
Mosley takes a similar view stressing that we need not to
depsychologise drama, but to repsychologise it - and to do
so within the social psychological and humanistic
psychological contexts represented by authorities such as

Mead and Rogers.
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Drama with the Disabled

Another important way in which we can explore drama as
therapy is to look at how it is used with those suffering

from various forms of physical or mental disability.

The power of the creative arts as vehicles for enhancing
life and enriching 1learning for people with physical
emotional, and sensory limitations has been addressed in the
work of several authors (Behr et al 1979, Jennings 1984,
Schattner 1967, Shaw and Stevens 1979, Leaf 1980, Bachelor
1981). The primary aim of drama with the disabled, as with
other populations, is personal development. Through the
process of participating 1in creative drama activities
children and adults can become more aware of and capable of
using their senses, voices, bodies, emotions, imagination,
intellects, in addition to developing social skills
(Jennings 198la), self-esteem and self-concept (Mosley

1987b).

The issue of when drama with the handicapped and within
special education generally becomes dramatherapy has been
discussed by several authors. For example Irwin (1979) and
Landy (1986) both make an intentional distinction between
'dramatherapy with the handicapped' and 'drama with the

handicapped’. Irwin feels that many drama activities are
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therapeutic, but not necessarily therapy. She claims that
'drama used as therapy ..... refers to its utilisation as a
specific treatment tool to aid in remediation,
rehabilitation, or personal or social adjustment'. She goes
on to say however that in therapy 'drama/theatre techniques
are used in a planned way as a specific form of intervention
to bring about intrapsychic, interpersonal or behavioural

changes' (Irwin 1979, page 21).

Landy makes a similar point when he says that 'There is a
fine line between drama therapy and drama/theatre with the
disabled. The difference often seems to be one of degree
rather than kind, attributable to the intentions and
training of the group leader' (Landy 1986, page 40). Other
authors (e.g. Mosley 1987a, page 7) agree that dramatherapy
can be distinguished from drama by the training of the
participants who, from the outset, should enter into verbal

or written agreement concerning the purpose of the sessions.,

Johnson also stresses the importance of intentionality in
dramatherapy when he claims that:

Dramatherapy refers to those activities

in which there is an established,
therapeutic understanding between the
client and therapist, and where

therapeutic goals are primary and not
incidental to the ongoing activity.
(Johnson 1982, page 83)

As Gay (1986) notes in her survey of the American
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organisations working with the handicapped, 'not every one
would agree that all of the groups mentioned practise
dramatherapy. However, because their ultimate goal is to
improve the conditions of the participants with the help of
drama', she found their work could legitimately be included
in her survey on the background of dramatherapy. The
present writer fully agrees with this position, and for the
same reason will include some relevant work on drama in this

literature survey.

Although this work is mnot particularly extensive, some
interesting studies do exist. For example Gay's research
referred to above (1986) surveys drama work carried out in
the U.S.A. with disabled populations. This work 1is
performance-orientated and stems from organisations such as
The National Theatre of the Deaf, The San Diego Theatre for
the Disabled, The City of Las Vegas Children's Theatre,
Theatre Unlimited, and The National Theatre Workshop. Some
of these organisations integrate normal subjects with the
disabled. The present writer sought to discover similar
work Dbeing developed in Britain, and identified such
projects and organisations as L'Arche, Southill Parks Centre
in Bracknell, Carousel, Rock Place Studios in Brighton,
Strathcony Theatre Company, the Social Education Company in

Middlesex, and Shape in London.



Finding little about the work of these organisations in the
literature she travelled to Edinburgh to visit and interview
Peter Clerk, who has responsibility for the Special Needs
Projects of The Theatre Workshop Edinburgh. The Drama
Worker (the section of the company dealing with the work for
the disabled) operates in special schools, hospitals, and
special play schemes. The work is not solely performance-
based, and contains participatory elements aimed at
stimulating and extending the children's involvement. The
company also has a close connection with a theatre company
of some 40 mentally handicapped adults, Lung Ha's Theatre

Company.

The researcher also visited and interviewed one of the
workers responsible for the Jabadao Project at Bradford, an
organisation which carries out creative and therapeutic
projects in the community in hospitals and in special
schools. One of the interesting aspects of the project in
Bradford is that the main creative art used is dance, but
drama is also involved, along with other crative arts, as
the aim 1is to achieve an integration of <creative
xperiences. The work is educational and recreational, the
stated aim being to 'improve the quality of life for
participants both inside the group and in their lives

outside' (personal communication to the researcher).
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Another organisation approached by the researcher was The
Royal Institute for the Blind, who have developed
interesting work in drama with the blind, and who have
produced an interesting video called 'Dreams into Action'.
When observing the experiences here and in Edinburgh and
Bradford, the researcher wondered however whether we can
call them therapeutic in intention, Peter Clerk in
Edinburgh for instance did not mention the term 'therapy'
throughout his discussion with the researcher, though it
would appear to the observer that much of his work has a

definite therapeutic effect.

Drama with the Mentally Disabled

There are some similarities between mainstream drama in
education and drama for the mentally disabled as far as
principles and learning objectives are concerned. The main
difference 1lies in the particular application of these
principles and techniques. Mentally disabled people tend to
repetitive and anti-social behaviours. By introducing new
areas of experience, helping relaxation and growth in self-
awvareness drama, can be used to help break these patterns of
behaviour. Here the teacher or therapist's attitude is of
fundamental importance. He/she must be careful not to adopt
a patronising attitude towards the disabled - for instance
towards the anger and frustration that many disabled people
show and which can be released through drama. Jennings

(1984), one of the pioneers of the wuse of drama with

~134-



disabled populations, says:

If properly handled the drama session

can provide the means not only for

expressing pent up frustrations, but

also for examining them. This could

result in the child or adult realising

how much belongs to his fantasy notions

of authority and how much he has

legitimate cause to be angry. Some

people are very afraid of their

aggressive feelings and the drama

session can help them realise that their

destructive fantasies cannot actually

kill.

(Jennings 1984, page 73)
Other existing literature suggests that drama gives
permission, in a safe environment, for the participants to
act out even the more aggressive and destructive fantasies

without real consequences.

In the field of disability, most of the pioneer work shows
that body-work and movement seem to be the starting point,
even when they are intended primarily to lead to other forms
of expression. One of the pioneers of body-work and
movement in this context was Veronica Sherborne, whose work
mostly with mentally disabled people will be referred to
below. Sherborne stresses that bodily experience helps the
mentally disabled to develop specifically in terms of sccial

relationships, concentration and attention skills.

If we consider Sue Jennings's Remedial Drama, much of the

activities she exemplifies are also based on movement. As
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she points out, 'for his mental, physical and emotional
well-being, man has to rediscover his cultural roots by
actually experiencing them in some form, and being able to
recreate them himself and not just observe this from others.
The most important medium for this is man's own body '

(Jennings 1984, page 49).

Work in drama with the mentally disabled can usefully focus
on aims such as self-awareness, acknowledgement of feeling,
improved social behaviour, and less stereotypic or
purposeless activity. Basic activities, generally called
sense awareness or warm-up activities, are built upon a
foundation of multi-sensory stimulation. As Cotrel (1979)
has pointed out, sensory input precedes emotional response
and ideation, which may be expressed through movement and

verbalisation.

A feature of the work with the mentally disabled is an
integrative approach towards the creative arts. The
investigation in the literature carried out by the present
author indicates this tendency in the very titles of
projects such as: 'Integrative Arts Activities £for the
Severely and Profoundly Handicapped' (National Committee,
Arts for the Handicapped , Washington 1980), and 'Creative
Movement for Retarded Children' (Crumbliss and Wenger,

1978).
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Rosenthal (1978) points out that movement, together with art
music and drama, are utilised in therapy not primarily as
art forms but as tools to increase spontaneous expression,
and thus to provide opportunities for the subject to project
conflict away from himself and reveal his latent creative
talents. The researcher's own experience with mentally
disabled children bears this out and has shown her the
validity of an integrative approach of the arts as tools for
expression (see also Wadeson 1975). The variety of stimuli
provided by the integrated approach also helps the child to

explore and respond in a variety of ways.

Her experience has shown her in addition that play is the
best medium through which to use this integrated approach,
and the literature supports this view. Both mentally
handicapped children and mentally-handicapped adults learn
to play by imitating sounds and movements, which as they are
internalized give place to make-believe or symbolic play,
which in turn gradually develops into role-taking, dialogue
and story-making (see Meersman 1969). This process of play
is critical to human development, enabling individuals to
grow socially, emotionally, intellectually and physically
(see Cherry 1976, Pulaski 1979, Wolfgang et al 1981), and in
working with disability it is dimportant to bear in mind
normal development, not only because those with disabilities
often mirror this development (albeit in their own way and

at their own pace), but because comparisons with normal
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development can help us to assess what is missing in the
disabled client. As Warger (1985) emphasises, 'children
with physical and sensory limitations may not have been
provided with adequate early sensory stimulation ..... they
may have lacked the ability to effectively interact with

others, thus limiting their play development (page 289).

At school level, Petrie (1974) suggested some years ago that
drama can provide an alternative way of learning,
complementing the prescribed curriculum for wuse in the
special school. He refers to the importance of drama in
mainstream education, and discusses the transference of some
of its significant areas to special education. He stresses,
as do many others (e.g. Jennings 1984) that drama is not a
set of techniques, but essentially a set of attitudes
through which the teacher establishes his/her relationship

with the group.

Th

0]

credibility of such work in schools depends in part upon
the ease with which it can be integrated into the rest of
the curriculum. Little research on ways of effecting such
integration have been carried out. However, of some
relevance is a report published in 1975 by the Educational
Drama Association (Slade, Laffitte, and Stahley) describing
work carried out with institutionalised patients with mental

disabilities. This work was essentially based on Laban

-138-



principles and Slade's Child Drama, and emphasised the need
to engage patients in movement and sound experiences as a
way of developing fantasy and imagination. As Slade puts it
in the introduction to the report 'one cannot help but feel
there may be in fantasy and imagination an untapped realm of
communication, sympathy and understanding which could bring
us closer to many of those less fortunate than ourselves'

(page 4).

The experiment was conducted with a group of 16 patients who
showed considerable improvement in communication and social
skills when compared with the control group, and both the
methodology involved and the results obtained indicate that
an approach of this kind might also be successful in

schools.

The work of Veronica Sherborne. An organisation already

referred to in this thesis, Sesame, was established 27 years
ago with the purpose of providing movement and drama for the
'sick and handicapped'. Many of the earlier pioneers of
drama with the disabled work with Sesame. One of these
practitioners was Veronica Sherborne, who died recently. As
mentioned above, her work emphases movement as the starting
point for drama activity, and carries relevance for both
dramatherapists and dance therapists. The importance of
movement and physical expression is also emphasised by

Jennings (1983) who stresses that 'we must be more efficient
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at understanding the body ..... we need to develop the
creative arts as therapeutic forms both in re-education and

treatment' (page 48).

Writers such as Sherborne and Jennings emphasise that
physical expression alleviates the anxiety in our bodies
created by the non-physical culture in which we 1live, and
which leads to problems of self-awareness and self-image.
In the case of a disabled person who lacks physical co-
ordination, this emphasis upon physical expression carries
particular importance. Work with  space awareness,
direction, distance and Dboundaries is basic to this
expression, and referring to the whole field of re-
habilitation Jennings (1983) says that 'some kind of
physical re-education programme will be necessary for
achieving normal posture and confidence in the previously

cowed body' (page 49).

Sherborne (1983) puts it similarly when, referring tc her
work with retarded and disturbed children, she says that 'It
is possible to help developmentally retarded children to
relate to their bodies, to become more self-aware and more
confident. It is possibla to help them to form
relationships, and it is possible to help them to focus
attention, to concentrate' (page 68). As Sherborne
explains, movement can develop very easily into dramatic

play, and into dance, singing and sound-making. She
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describes exercises for experiencing body weight, the flow
of body weight, and the experience of body weight in water,
Through these activities the child experiences himself as a
whole, and Sherborne considers that they precede in him the
development of a more conscious sense of identity. Her
techniques require a total physical involvement of the adult
with the child, and the basic aim which underpins them is

the development in the child of a basic sense of security.

In her work, Sherborne uses the ideas of both Jung and
Laban. Both these authors have been discussed in this
survey, and Sherborne stress in particular Laban's use of
the so-called eight basic efforts: dobbing - flicking -
floating - gliding - pressing - thrusting or punching -

slashing - winging (see Laban Techniques in Chapter 5).

Work of this kind with disabled children is extremely
demanding of course, and as Sherborne (1983) stresses this
means that 'teachers of disturbed children need physical and
emotional stability themselves; they mneed to be secure
enough in themselves; they need to be in good relation to
their own strength and firmess, and to know something of
their own aggression'(page 89). Kirby (1984), who
researched into Sherborne's techniques, considers her
approach of great value to all teachers in training,

particularly teachers in special education.
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Writing of this approach, Sherborne (1983) says:

I think one of the most important things
I do is to consider their (the
students') mental health. I've got to
help them to re-create themselves before
I start teaching them., I can tell the
mood they come in at once, whether they
come in all sprightly or whether they
come under stress. And I've got to get
them to change that mood before I can
start doing anything useful. I think I
am a therapist for them, to some extent.

(in Kirby 1984, page 42)

The perspective that training should help the therapist to
know himself will be discussed further in this thesis. The
literature shows that many other authors share Sherborne's
views - for example Merith-Jones (1982) who believes that
any therapist needs 'a thorough understanding of their own
movement behaviour ..... we cannot observe unless we know
that we are observing .....' (page 10), and Wethered (1973)
who was also responsible for pioneering new techniques for

the use of drama and movement in therapy.

Dramatherapy with Autistic Children

Dramatherapy has been practised with favourable results with
autistic children by Lindkvist, founder and honorary
director of the Sesame course in Britain. In her research
project undertaken in 1974 she describes the symptoms of
autism, and then suggests that one method of facilitating
communication and relationships with these <children 1is

through drama and movement (Lindkvist 1981). Lindkvist
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stresses the importance of using these techniques to work
gradually towards goals, and

...not, in one's enthusiasm, (to) rush
into situations which can prove to
be dangerous to patient and helper
alike. As well as progressing slowly,
it is important to control movement with
pauses and constant changes in
direction, speed, and in levels.

(Lindkvist 1981, page 100)

She then goes on to discuss case studies, and in her

conclusions points out that:

Although it would be wunrealistic to
claim that dramatherapy and movement in
therapy are a cure for mental and
physical disorders, it seems clear that
they can be used as a means of
communication, for developing relation-
ships, increasing body awareness,
and for minimizing stereotypes if that
is considered desirable, They can give
satisfaction to the doer, and encourage
verbalisation as well as group awareness
and a sense of sharing a creative
experience, They can also increase
confidence.

(Lindkvist 1981, page 109).

Programmes for Use in Portugal

The general neglect of the therapeutic use of drama with
special needs children mentioned at the beginning of this
chapter is not of course restricted to the UK., It is even
more marked, for example, in my own country, Portugal. In

Portugal there is in fact a particular need for guidelines
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on how the creative arts can be utilised with special needs
children, since special education - a relatively neglected
and under-financed area in Portugal - currently appear to
lack any ability to make use of their therapeutic potential.
In a recent study Peixoto (1990) reports research which
shows that few teachers in special education in Portugal

have received any appropriate training in the creative arts.

Another study carried out by Dokter (1990) with European
students trained in the creative arts therapies in the
Hertfordshire College of Arts and Technology at St. Albans,
UK. is also of relevance. Dokter found that a sample of the
Portuguese students undertaking this training encountered
difficulties when they tried to dimplement <creative
therapies back home. The sample recognised that the main
scope for the development of such therapies in Portugal is
with special needs children, since Portuguese special
schools already make use of therapies such as occupational
therapy, speech therapy and physiotherapy, yet still
encountered a lack of the right opportunities to put their

skills into practice.

Apart from the educational setting it will in any case be
very difficult to implement the creative arts therapies in
Portugal, since the clinical world is a very closed one,
monopolised by psychiatrists and a small though growing

number of c¢linical psychologists. At present, it 1is
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unfortunately not easy to see such professionals as
receptive to therapeutic approaches which 1lie outside
medical orthodoxy (see Valente 1991b). However, once the
creative arts therapies are firmly established (and shown to
be efficacious) within the educational setting, it 1is
possible that the entrenched attitudes which underlie this

situation will be more open to change.

General Comments

The literature shows a paucity of recent references to the
therapeutic use of drama with special needs children. This
is in many ways an extraordinary state of affairs, not least
because one might have supposed that dramatists themselves,
conscious of the psychological power of their subject, would
have done more to bring it into the sphere of those with
special needs. It would be interesting to speculate upon
why they have not done so. Certainly there have been many

plays written about people with special needs, but hardly

any written for them. Is this because they are considered
too small an audience to be worth bothering about? Or

because they represent no source of financial return? Or

because dramatists are uninterested in them as a group?

The answers to such questions lie outside the scope of the
present Study, but it is pertinent to wonder why education -
and in particular teacher training - has not done more to

explore the wuse of drama for the personal and social
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development of special needs (and of course mainstream)
children. Is it ©because teacher educators are not
themselves interested in this area? Is it because students
are uninterested? Is it because there it is felt that
schools do not look for the relevant expertise when making
teaching appointments? Is it because politicians and
administrators show scant interest in (and understanding of)
the potential of drama for effecting psychological change?
Is it because there is insufficient funding available? Is
it because not enough has been done to draw the potential of
drama to the attention of those responsible for decision-

making? Is it a combination of all these issues, plus

perhaps several more besides?

The present Study is not designed to research into these
issues, but they do provide a background against which some
of the research findings can usefully be seen. And they
will Dbe mentioned again when, in Chapter 10, the
implications of these findings for special education come to

be discussed.
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CHAPTER 4

REVIEW OF THE LITERATURE: THE PSYCHOTHERAPEUTIC

BACKGROUND




Dramatherapy and Psychology

We have now seen how dramatherapy is, in its way, a natural
development from the preceding centuries, centuries during
which drama has come, step-by-step, to be accepted as a
force for therapeutic change. In the present chapter, we
can therefore look specifically at dramatherapy, and examine
the way in which it links in with - and is influenced by -
recent and contemporary thinking within psychology. The
literature indicates in fact that dramatherapists base their
work on a wide range of psychological (and neo-
psychological) sources, and in the mnext sections these
sources will be reviewed. Though brevity is attempted for
the most part, in some places more extended detail is
needed, because certain of the concepts and terms concerned

re-emerge in due course in the research results (Chapters 7

and 8).

Some preliminary examples of the diversity of these
psychological sources (see Karasu 1984), will Decome
apparent if we mention raspectively the work of
dramatherapists such as Irwin (1976, 1983) who adopts a
psychoanalytic perspective, Wethered (1973) who uses a more
educational orientation, Jennings (1987a) who introduces an
anthropological dimension, and Gersie (1990) who explores

the uses of story-telling based on myths and legends. But
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perhaps we should start at one point further back, and point
to the widely differing emphases found within the

psychological therapies themselves.

Some of these therapies deal for example more with actions
(e.g. bioenergetics), while others deal more with thoughts
and feelings (e.g. cognitive therapy). Some concentrate on
verbal interactions (e.g. transactional analysis), while
others explore both verbal and non-verbal behaviour (e.g.
neuro-linguistic programming). Some place their emphasis on
exploring the past (e.g. psychoanalysis), while others deal

more particularly with the present (e.g. gestalt therapy).

Yet again, some therapies are primarily based on non-
directive processes (e.g. client-centred therapy), while
others are more directive (e.g. rational-emotive therapy).
For some therapies the best method of gaining control is
emotional and intellectual insight (e.g. analytical
psychology), while others believe more in counter-

conditioning or in modification by the use of schedules of

reinforcement (e.g. behaviour therapy).

Within such a diversity, it is somewhat difficult to
identify any areas of common ground. So perhaps the bhest
point of departure 1is with psychodynamic theories, since
these not only pioneered the field, they also influence much

of what followed, and provide us with a psychotherapeutic
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vocabulary which has permeated the literature. But first,
we need to say a little about the term 'psychotherapy'
itself, since this term is currently in such common use
wherever psychological therapies are under discussion. In
particular, we need to say how it is understood and used in

the present study.

Models of Psychotherapy

Brown and Pedder (1979) define psychotherapy essentially as
conversation which involves listening to and talking with
those in trouble, with the aim of helping them understand
and resolve their predicament. The term 'psychotherapy',
they claim, is sometimes used in specific ways, but in its
general meaning it includes all forms of treatment for
emotional and psychiatric disorders that rely on talking,
and on the relationship with the therapist, rather than on
physical methods. In a sense 'everyone who tries to
encourage a despondent friend or to reassure a panicky child

practises psychotherapy' (Alexander 1957).

In recent times, numerous systems and methods have emerged
under this general heading, most or all of which can be
classified according respectively to their theoretical and
ideological bases, their practical techniques, and their

aims and indicatiomns. Each of these varying approaches is
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based on some implicit or explicit assumptions about the
nature of man and of his ills, and on the concept of
pathology and health and the mode of change from the former
to the latter. And between them, the approaches cover the
whole gamut of psychological theory, from the psychodynamic
and the analytical, the behavioural and the cognitive, to

the humanistic and the experiential.

Thus there 1is a sense in which 'psychotherapy' 1s too
general a term to admit of close definition. Within
psychology, it is perhaps better to regard it as a blanket
term analogous to 'medicine' or 'surgery' and it is in this
all-encompassing way that it 1is understood in the present

study.

Let us now turn, as suggested earlier, toO psychodynamic

psychotherapy.

Psycho-Dynamic Psychotherapy

Psycho-dynamic psychotherapy 1is based primarily on the
Freudian thesis that mental phenomena are the result of an
interaction of forces, mnamely the thoughts, feelings,
instinctive drives, and past life experiences of the patient
(see e.g. Freud 1962). In studies of hysterical patients,
Freud claimed to show that apparently irrational symptoms
are meaningful when seen 1in terms of painful memories

repressed into the wunconscious and striving to find
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expression. Neurosis was then seen as the result of a
faulty resolution of the consequent conflicts. For Freud,
there appeared to be a logical continuity in the mental life
of the individual, and therefore symptoms were not
mysterious incursions from without but rather exaggerated
expressions of processes common to everyone, and which
revealed the specific stresses of the patient who developed
them. Freud believed these causes of neurosis could be
uncovered by 'psychoanalysis', a therapeutic task which
essentially consists of making conscious what is
unconscious, and which evolves over a period of time (and

psychoanalytic sessions) into the process of transference.

The psychoanalyst encourages this evolution primarily

through the technique of free association carried out in a

one-to-one situation with no physical mobility. In this
method the patient tries to relax and say whatever comes to
mind in response to a stimulus word (often taken from one of
the subject's own dreams) no matter how absurd, unpleasant
or obscene these thoughts might appear. The theory is that
during the association, powerful emotional drives sweep
uncontrolled thoughts in the direction of the psychic
conflict which exists between instinctive energies and ego
defensive repressions. Where specific memory associations
connected with presenting symptom are uncovered, painful
emotions - frequently found to be related to sexual

experiences in childhood - are drained off. The
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psychoanalyst (in theory) remains entirely neutral
throughout the treatment, and the patient's attitude towards
him then develops towards transference, a key concept in

psychoanalytical thinking.

Like psychotherapy, the term transference has both general

and special meanings. In its general meaning, it refers to
the way we respond to every new relationship according to
patterns from the past. We transfer to these relationships
feelings and attitudes developed in earlier similar
experiences, especially when there are no particular clues
available as to how we should react. In its special
meaning, it stands for the fact that in a therapeutic
relationship patients may begin to experience feelings
towards the therapist as if he/she were a significant
figure from the past. Transference then becomes a tool
which helps the patient, under the promptings of the
psychoanalyst, to investigate his or her forgotten and
repressed past. The consciously forgotten past in other
words becomes re-enacted in the process of transference.
This re-enactment has been called the 'private theatre' of

transference (Pontalis 1974).

Closely related to transference is the concept of

countertransference. Again this has various meanings, but

typically it refers to the feelings of the therapist towards

the client. As in the development of the concept of
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transference, countertransference was at first thought by
Freud and his disciples to be an obstacle which leads the
psychoanalyst to contaminate the field with his own
problems. Any strong feelings which he may have towards the
patient were thought to represent his own unresolved
conflicts and problems from his own past or present life
transfered onto the patient. Heinmann (1950) was among the
first to suggest another way of looking at
countertransference, namely as an important tool in therapy
providing the psychoanalyst with an understanding of what is
at first incomprehensible, since the countertransference
feelings of the latter may be a reflection of what the

patient feels about himself, or is doing with his own life.

By putting himself empathetically in the other's shoes, the
psychoanalyst thus allows himself to feel what the patient
has been unable to acknowledge in himself, such as anxiety
or grief. Or to experience feelings appropriate to the
person the patient 1is transferring onto the psychoanalyst -

for example a protective or rejecting parent.

The emphasis on patient talk during psycho-analysis stems
from Freud's emphasis on finding meaning where there had
previously been ignorance and confusion, since the patient's
deep fears motivate him to avoid or disown significant
experiences and wishes. However, 1in recent years some

schools of psychotherapy, notably encounter group therapy,
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psychodrama, gestalt, bioenergetics, and primal therapy have

attempted to avoid the defensive use of rational talking by
inducing direct <confrontation between the <client and
himself, and by encouraging the physical expression of

feelings and relationships.

These therapies will be referred to later in more detail,
but the most important point in the discussion at this point
is that, by contrast with psychoanalysis, the methods in
these mnew therapies involve such active techniques as
catharsis, re-enacting, touching and bodily expression, and
often promote very intensive experiences which require a
more obviously active and directive role by the therapist.
They can sometimes reach people for whom talk is not an easy
medium, or who wuse it predominantly defensively. Such
therapies emphasize doing rather than thinking, and thus
avoid the danger of defensive talk and rationality, but run
the obvious converse risk of defensive doing and feeling

(Brown and Pedder page 78).

Brown and Pedder (1979) contend that 'each one of these new
therapies picks up and inflates one of the elements in the
work of Freud and of mainstream analytic psychotherapy'
Brown and Pedder page 179). For example, they suggest that
Rogers emphasised frankness through client unburdening and
through wunqualified acceptance by the therapist. Perls

stressed intimacy, Reich emphasised the importance of the
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discharge of pent-up feelings and sexual energy, while
Janov took the view of infantile emotional trauma and
carried it to such to an extreme that virtually everything

else is excluded.

Relevance of psychoanalytic psychotherapy to dramatherapy

Freud discovered that personality is most clearly revealed
when the intellect is exercising least control, and is not
presenting socially-controlled behaviour. This 1is of great
relevance to dramatherapy, where the atmosphere created aims
specifically to help the client abandon over-controlled
social behaviour (see e.g. Jennings 1990, Landy 1986). As
with Freud, dramatherapy takes the view that such things as
dreams, slips of the tongue, and events that the client
unaccountably forgets tell more about him/her than does

referred socially controlled behaviour.

Another way of seeing the relevance of Freudian theory to
dramatherapy is to consider the material brought wup by
clients in dramatherapy sessions. Some of this material is
seen by the dramatherapist, as by the psychoanalyst, as the
cause or part-cause of the client's problems, and as
stemming from the unconscious. The unconscious is seen in
dramatherapy, as 1in psychoanalysis, as creative and
impulsive, using a language  made up of feelings,
associations and symbols. As in psychoanalysis, the child's

early experiences, sensations and impressions are seen as
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not forgotten, and as part of the psyche and therefore
responsible for much of the individual's characteristic ways

of behaving and feeling.

As the individual develops, dramatherapy, like
psychoanalysis, sees these psychological variables as
translating into complex bodily, emotional and cognitive
processes. It sees repressed material as information we
have once known consciously but which we have apparently
forgotten, and which remains in the wunconscious where the
forgetting is maintained through the use of emotional energy
(the ego defence mechanisms). Again like psychoanalysis, it
sees this repressed material as subject to emergence in the
form of inadvertent behaviour, or of physical symptoms such

as headaches, fatigue, depression.

Finally, dramatherapy (see as previously Jennings 1990,
Landy 1986 and also Robbins 1989, Irwin 1985) recognises
very much the same ego defence mechanisms as does
psychoanalysis. For example in addition to repression it
recognises (and attaches great importance to) projection,
and also to denial, reaction-formation and regression. All
in all therefore, it is fair to say that dramatherapy is
substantially under-pinned by psychoanalytical theory, and
that it appears, at a case study level, to substantiate a

number of point of Freudian doctrine.
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Neo and Post-Freudians

Although the Freudian approach is of enormous influence and
historical importance, many of Freud's followers parted
company with him on a number of key issues, and present us
with a range of different and sometimes conflicting neo- and
post-Freudian theories. Particular examples are presented
by Adler, Horney and Jung respectively. Adler christened
his approach 'Individual Psychology', and used methods
based largely on reasoning with the patient. From Adler
(1965) came the ideas of 'inferiority complex', and of the
'will to power', both of which crop up in the dramatherapy
literature. Karen Horney emphasized the conflict of the
individual in the 'here and now', rather than the residues
left over from infancy, and her concern was with self-

analysis, rather than with analysis by the therapist.

But of the neo- and post-Freudians it 1is Carl Jung who
deserves particular attention, since together with Freud he
would seem to be the psychologist most frequently refered to

by dramatherapists.

Carl Jung, like Freud, held that insight into the

unconscious is the agent of therapeutic change, but he added
new techniques to those developed by Freud. For example he
pioneered the use of word-association as opposed to free
association, a technique in which the subject is presented

with a list of individual words and asked to respond to each
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with a word of his own. The rationale is that these
response words will give clues to underlying pre-
occupations, both conscious and unconscious. Jung had been
an associated of Freud in Vienna, but basic disagreements
(particularly over Freud's pan-sexualism) persuaded him to
part company with Freud in 1913, and to establish his own
therapeutic methods now known as analytic (or analytical)
psychology. In analytic psychotherapy, the client proceeds
through defined stages leading him eventually to an
understanding of both his personal unconscious and the
archetypes in his collective unconscious, an understanding
which results in a discovery (or a re-discovery) of

essential wholeness within his personality.

For Jung there are three 1levels of personality, the
conscious, the personal unconscious, and the collective
unconscious. Jung shared with Freud the concept of
conscious and unconscious, but he added the concept of the

collective unconscious which he saw as formed by impulses

and fantasies - forms, personages, stories and themes -
which all men share with one another as a condition of their
human nature. Jung defines these universal fantasy contents
as ‘'archetypes'. These archetypes are primordial images

which all of us inherit in our genetic constitution.

Jung deduced the existence of the collective unconscious

from four major factors:
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1. Instinct, which is inherited.

2. The wunanimity of themes in the mythologies
from different cultures.

3. The common occurrence of primitive and
universal symbols, such as those found in
myths and legends.

4. The delusions of the insane, which contain
many symbols (like those of death and rebirth)

which are also found in mythology.

For Jung, collective symbolism is the real language of the
human soul, and is related to the rituals of our ancestors.
Central elements of the singing cure are ceremonial dances
and dry painting, or sandpainting, which are almost
exclusively symbolic and bring to mind Jung's archetypal

images.

Jung's structural model of man's psyche contained the
concepts of 'ego', 'self', "shadow' and 'persona'’
respectively. He frequently referred to the persona as "the
mask of the actor', seeing it as 'a segment of the ego which
has been divided out in the course of the individual's
social development'. It was therefore to him an example of
the workings of the creativity which he saw as one of the

five instinctive forces in man.
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As Feder and Feder point out:

Jungian psychology is a rich source of
significant ideas for both psychological
understanding and for the <creative

rocess, a duality that makes Jung's
ideas particularly attractive to the
expressive arts therapies. In
particular, the Jungian concern with the
manifestations of the archetypes has
laid the ground-work for much work done
in visual arts therapy. The archetypal
images such as transformation, death and
rebirth, the hero, struggle, the father-
god, the great-mother and the divine
child, are expressed differently within
each culture, but they are persistent
and prevalent.

(Feder and Feder 1981, page 30)

The manifestation of the archetypes is also the ground-work
for a technique widely used in dramatherapy, namely story
telling and storymaking (see e.g. Gersie and King 1990).
Myths are the ancient tales which describe what happened in

the beginning of time, and as such:

they contain the seeds of all that can
be known about the events in the
beginning ..... Each story is an emblem
of existence, the symbolic repre-
sentation of someone's interpretation
of reality, of the interaction between
inner and outer world. Although stories
may be the containers of ideas,
knowledge, experience and insight, more
than these, they connect with our
longings, dreams and need for hope.

(Gersie and King 1990, page 31)

I return to the subject of stories and myths later, but for
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the moment the point to stress is that it is one of the
areas in which Jungian psychology is particularly meaningful

for dramatherapy practice.

Jung was influenced by teachings from the Orient on the
mystical aspects of mind. He considered adulthood a period
of potentially great growth towards spirituality and
maturity, and argued that the task of therapy is to help the
patient to achieve these goals (Jung 1933). Another
important aspect of Jungian therapy is that it emphasises

not only insight, but also self-realisation. Jungian

analysts are consistently more participatory than Freudian
psychoanalysts, and this is perhaps another reason for his
influence upon dramatherapy, since therapist participation

is seen as fundamental to dramatherapy.

In Jungian psychology, the idea of the consciousness of man

grows through 'the inner confrontation of the opposites'.

However personal the client's conflicts may seem, they are
in fact part of the universal conflicts of these opposites.
Hegelian philosophy used similar patterns of thought: a
mutual dependence exists between opposites - there 1is no
good without evil, no trust without error, and tensions lead

towards the necessity of achievement of a higher unity.

The energy underlying all 1life, said Jung (1963), both in

the external world and the dinner world of the psyche,
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proceeds from opposition - polarity is inherent in all
living things, and consciousness itself develops through

confrontation with opposites. Through this dialectical

process, man comes to know his limitations and the true

extent of his powers.

In discussing these powers, Jung claims that uniqueness and
limitation are synonymous in that:
In knowing ourselves to be unique in our
personal combination, that is,
ultimately limited, we possess also the
capacity for becoming conscious of the

infinite, but only then.

(Jung 1963, page 300)

(It is interesting to note at this point certain parallels
between these ideas and those advanced in reversal theory
(e.g. Apter 1989), another psychological model which is
attracting attention amongst drama therapists (see e.g.
Fontana and Valente, 1990a, 1991b). Like Jungian
psychology, reversal theory also considers the personality
as composed of bi-polar opposites between which the
psychologically healthy individual can reverse as the need
arises. These psychological reversals are 1in essence a
confrontation of opposites in and through which the

consciousness is able to grow.)
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Behaviour Therapies

We now need to turn from psychodynamic approaches and take a
quick look at another set of theories which, although
markedly different in content and style from them, also
have apparent relevance for dramatherapy, namely behaviour

therapies.

Behaviour therapies are based wupon learning theories and
thus upon the work of authors such as Pavlov, Watson,
Thorndike, Skinner, Bandura and others. Behaviourism (a
term coined by Watson) is too well known to require extended
discussion here (see e.g. Fontana 1984). Suffice it to say
that as a movement it reacted - and still reacts - against
the more introspective, subjective and intuitive approaches
of Freud and Jung. The goal of behaviour therapies is to
extinguish undesirable behaviour such as anxiety,
depression, and masochistic tendencies, and to replace it
with desirable, ©positive behaviours. The practical
techniques involved derive from results obtained in
psychological laboratories. Broadly speaking, behaviour
therapists view the therapeutic process as best taking place
through direct conditioning and training of the manifest
actions of the client, and the historical reconstruction and
insight so emphasised in psychodynamic therapies are seen as

largely irrelevant.

Implications of behaviourism for dramatherapy. Referring to
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the implications of behaviourism for dramatherapy, Landy
(1986) points out that 'although the behaviourist position
of objectifying behaviour and minimizing sub jective
experiences is not consistent with the more phenomenological
position of the creative arts therapies, there are several
areas of research that relate directly to dramatherapy'
(page 33). Landy supports this argument by identifying the
dramatic processes of dimitation and identification as
particularly related to behavioural research, while from
within the camp of behaviourism itself Bandura and Walters
(1965) view role-playing (now much used by dramatherapists)
as an effective means of behaviour therapy. According to
Bandura and Walters, 'Role playing may be a particularly
effective means of producing behaviour change, since .....
the role-player dependently accepts the assigned role and
then is usually reinforced by approval for reproducing the

behaviour model' (in Landy 1986, page 33).

Referring further to the applications of the behaviourist
approach to the creative-expressive therapies, Landy
recognises that 'it does offer another perspective on such
representational processes as imitation, identification, and
role-playing and, most dimportant, it provides a further
understanding of how and why the total person functions'
(page 34). Further aspects of the link between dramatherapy

and behaviourism are explored in Fontana and Valente (1989).

-165-



Humanistic Therapies

Another set of psychological therapies of great relevance to
dramatherapy are those which can be grouped generally under
the heading of humanistic. Such therapies have their
foundation in a phenomenological view of man which
emphasises the unique qualities of each individual. They
take into account the client's visions of him or herself in
various key life settings, and range in type from variant
offsprings of psychoanalytic theory and applications of
existential philosophy to 'a host of unorthodox therapies
like Daniel Casriel's 'scream therapy' or Paul Bindrim's

'nude marathon' (Feder and Feder 1981, page 43).

A1l these new therapies have a direct or indirect link to

the existential movement in philosophy based on the work of

Kierkgaard (1967), Heidegger (1962), Husserl (1964) and
Sartre among others, and which concentrates on understanding
existence in contrast to the earlier Cartesian preoccupation
with thinking; on being in fact rather than on knowing In

————2,

a sense it asserts sum ergo cogito as opposed to cogito ergo

sum (Heidegger 1962).

Existentialist thinking has particularly influenced those
psychiatrists and psychotherapists (e.g. May et al 1958;
Laing 1965) who put conscious awareness on the self and
others before any consideration of unconscious processes Or

of biological aspects of human behaviour.
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Humanistic psychologies have been described as a 'third
force ' between psychoanalysis and behaviorism, a force that
rejects the deterministic approaches of both these older
schools (that is, the determinism that stresses within
psychoanalysis the role of inherited instincts and drives,
and the determinism within behaviourism that stresses the

influence of early conditioning).

The American Association of Humanistic Psychology defines

the thrust of humanistic therapy as:

primarily an orientation towards the
whole of psychology rather than a area
or school. It stands for respect for
the worth of persons, respect for
differences of approach, open-mindedness
as to acceptable methods, an interest in
exploration of new aspects of human
behavior. As a 'third force' in
contemporary psychology it is concerned
with topics having 1little place 1in
existing theories or systems: e.g. love,
creativity, self, growth, organism,

basic need-gratification, self-
actualisation, higher values, being,
becoming, spontaneity, play, humour,
affection, mnaturalness, warmth, ego-

transcendence, objectivity, autononmy,
responsibility, meaning, fair-play
transcendental experiences, peak
experience, courage, and related

concepts.

(Severin, 1965 pages xv-xvi)

According to Landy,

the image of man as alone, alienated,
and despairing proved too gloomy for the
American positivists. They turned,
rather, to a more optimistic philosophy,
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grounded in the early work of John Dewey
(1966) and William James (1948),but
exemplified most directly in the non-
directive therapy of Carl Rogers (1961).

(Landy 1986, page 27)

Client centred therapy. The best known of the humanistic
therapies is Rogers's client centered therapy. Carl Rogers
came to psychology from a theological background. He viewed
man as having a core self that is basically whole and good,
and with this optimistic view he Dbelieved in the
individual's capacity for growth and self-realisation when
provided with enabling relationships. He has been a major
influence in non-directive counselling techniques, basing
his approach on three main characteristics of the therapist
namely accurate empathy, non-possessive warmth, and
genuiness. The main role of the therapist as seen in client
centered therapy is to reflect and paraphrase the client's
words, aiming with these methods to lead to greater self-

acceptance by the client himself.

In client centered therapy, the therapist's personality and
the extent to which he is interested and involved are Xkey
factors. Research work has shown that the 'empathy, warmth
and genuiness' implicit in the Rogerian approach are
therapist characteristics which predispose towards a
favourable outcome. These factors are probably relevant in

some degree to all types of psychotherapy, but it is only
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client centered therapy that provides them with maximum

emphasis.

Later Rogers pioneered the encounter movement, an approach
which influenced many aspects of the subsequent human
potential movement, and which, with its emphasis upon
spontaneous and open social interaction, also currently is
influencing dramatherapy theory and practice. (Encounter

groups are discussed more fully below.)

The human potential movement. The most important departures

in client centered and other humanistic therapies from
established psychotherapeutic practices are respectively the
nature of the therapist-patient relationship, the move from

talk to action, and the emphasis on expression rather on

understanding. Since humanistic psychology is more readily
perceived in educational than in medical terms, the role of
the therapist as a healer is minimized. Instead, he or she
is usually known as a 'facilitator', and even operates at

the level of a partner or fellow group member.
In humanistic therapies, feelings are considered more
important than thoughts, and expressing them (catharsis)

more important than reflecting upon their origins.

The key term in humanist therapies is here and now. To

'feel', to 'sense' and to 'touch' are important verbs in
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these new therapies, and their relationship to dramatherapy

is thus relatively clear. At their heart are the concepts

of self improvement and personal growth. The stress is on

educating and helping individuals to attain their wunique
potentialities, and to work towards self-actualisation and

self-development. To sum up, these therapies emphasise:

>

'body language' and the unity of body and mind

b

treatment in the here and now

the therapeutic impact of the real I - thou

engagement between therapist and client.

An offshoot of humanistic therapies which have particular

relevance to dramatherapy is the t-group and encounter group

movement. This movement combines cognitive and experiential
learning, a combination which it 1is claimed leads to
improvements in interpersonal communication and
relationships, and to personal growth and development.
Coming to terms with oneself and learning through experience

f =
T

are part of the psychotherapeutic process for the t-group
leader as well as for participants. In encounter groups the
basic encounter is often facilitated by techniques such as

guided daydreams, group fantasies, and rols-playing, all of

which again have obvious relevance for dramatherapy.
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these new therapies, and their relationship to dramatherapy
is thus relatively clear. At their hear