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Editorial 

Queensland Community Arts Network (QCAN) defines Community Cultural Development (CCD) as being 'concerned with exploring issues of identity, place and 

belonging and agency. CCD is an on-going cultural practice engaging with principles of social justice. It opens creative spaces for communities to build new knowledges 

about themselves and evolves opportunities to collectively shape the future'. 

A
DEM 2003 Drama and Community Cultural Development certainly lives up to the QCAN definition. Talking to people within 

the CCD community it would seem that a publication that focuses specifically on the role drama can play within the CCD 

context is unique. As always Drama Australia is breaking new ground. 

By serendipity, during the creation of this ADEM, the Australia Council released two CCD documents hands ON!: practices and 

projects supported by the Community Cultural Development Board and Out There, Everywhere: Community Cultural Development 

Board Young and Emerging Artists Initiative 2003. Both documents are available through the Australia Council (www.ozco.gov.au). 

And another happy coincidence was the launch of ccd.net, a website which seeks to ·act as a catalyst for developing relationships 

between practitioners, organizations and communities in Australia and beyond. It aims to increase the collective knowledge and 

understanding of community cultural development and, more broadly, arts practice". Sounds remarkably similar to the role that Drama 

Australia plays in the promotion of drama and education within Australia and internationally. So it would seem that there Is considerable 

interest in the role of CCD across arts sectors. I would encourage you to look at both Australia Council documents and ccd.net as 

they provide more opportunities and information on this rapidly expanding field for drama educators and their students. 

I continue to be overwhelmed by the quality and sometimes the quantity of submissions for ADEM. I can only express my sincere 

gratitude to those willing souls who lay their drama practice bare for all to drink in. On two final notes, I would like to thank outgoing 

Drama Australia Director of Publications, Christine Comans, for her support and direction throughout the making of the past three 

ADE Ms and welcome incoming Director of Publications, Prue Wales, for being brave enough to step into the driver's seat and for her 

initial enthusiasm for the focus of this ADEM and the next. As always, Ellen Appleby - a true factotum and bricoleur - has provided 

her excellent design and technology skills to ensure that the ADEM arrives in your hands looking it's very best. 

As we can see within the pages of this ADEM successful CCD projects involve collaboration. So in keeping with the CCD spirit, the 

final collaboration in the creation of this text is you. Read, enjoy, be challenged, be inspired, defy the conventional. 

Until next ADEM. 

Sandra Gattenhof 

Editor 

~ ADEM 2003 



Framing Article 

Throwing Out the Heavy Oak Desk 
Formal Education Meets Community Cultural Development 

Chris Pye, Queensland 

I 
was ten years old and I had been sent to the principal's office 

for impersonating a teacher. It was one of my more entertaining 
performance pieces, I remember, and done quite without malice 

•- the teacher in question was one I truly admired. I stepped Into the 

principal's office to be ushered to a small, uncomfortable chair which 

faced a heavy oak desk, across from which sat a stern, be-suited Mr, 

Draper. 

"Well, Chrlstopher, what do you have to say for yourself?' 

I glanced evasively around the little office. Various awards and 

proclamations hung around the walls, a set of dense encyclopaedia 

sat pompously on a high shelf. A locked filing cabinet bore the label 

'Student Records' while a portrait of the Queen kept me held within its 

sights. This was the principal's territory. Sitting behind that heavy oak 

desk, and surrounded by the accoutrements of his power and position, 

this man was totally in control. I was a fish out of water. I could barely 

have entertained the notion of taking on this man in my own llvfng 

room, but here there was no match. 
I realised at that moment that however much these teachers enjoyed 

my theatrics within the school play and sometimes even in the 

classroom, my flamboyance would always have its allotted place, 

dictated by the constraints of the predominant school culture. I had 

stepped too far. 

"Sorry sir.' 

It might be said that the huge imbalance of power I experienced at 

school in England in the seventies now exists only in faded Dickensian 

mythology. The idea seems almost ludicrous that school students rn 

Australia today could stlll be subject to rampant authoritarianism and 

the whims of oppressive bullies. Is that all in the past? I suppose the 

fact remains that school communities are still very much designed and 

controlled by teachers and policy makers. We ask students to invest 

a sense of pride and ownership in their school, but have we included 

them in its constitutional shaping? 

If we wish to explore the convergence of Community Cultural 

Development and Drama education in schools, it is important that we 

confront some of the inherent uncertainties which lurk in the shadows 

of the relatronship between CCD philosophy and school culture. I 

believe that Community Cultural Development has a great deal to offer 

formal education, but if it is to be allowed to inform and enrich school 

communities, I contend that schools must be prepared to throw out 

the heavy oak desk and meet the students in a brand new way. What 

better place ior this to be modelled than in the drama classroom? 

Community, Culture & Development 

There is no one, conclusive definition of Community Cultural 

Development. The reason for this lies in its breadth of inclusion and 

application and its relative infancy as a sector. CCD necessarily 

engages with myriad cultural forms and frame-works in the fostering 

of social justice and democratic process. Queensland Community Arts 

Network, Queensland's peak body for the support and training of CCD 

practitioners, offers this definition: 
'(CCD is) an on-going cultural practice engaging with principles of 

social justice. It opens creative spaces for communities to build 

new knowledges about themselves and evolves opportunities to 

collectively shape the future'. (1) 

UNESCO describes 'Cultural Development' as: • ... the flourishing of 

human existence in all Its forms and as a whole' (2) 

These notions of collective shaping and social justice are fundamental 

to CCD practice, as is the principle of Inclusion suggested by UNESCO. 

But what do we collectively understand by the terms 'community', 

'culture' and 'development'? 

Community 

Raymond Williams talks of community as the ·concrete medium of face

to-face interactions through which we transact ideological business with 

the wider social structure'. (3) This seems to imply a certain reciprocity 

and room for dialogue. Baz Kershaw concurs that community is a 

place for ldeological engagement, but goes further to suggest that 

'Community is a potential site of ideological opposition to the status 

quo .. • (4) The boundaries of a given community are generally seen 

as belng drawn by either geography or culture and whilst the notion 

of geographical boundaries is easily grasped, the meaning of culture 

is somewhat less tangible. 

Culture 

Jon Hawkes describes culture as representing both the values of a 
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society and the expressions of these values in day-to-day life. He offers 
two intercrelated definitions: 
• The social production and transmission of identities. meanings, 

knowledge, beliefs, values, aspirations, memories, purposes, 
attitudes, and understanding; 

• The ·way of life' of a particular set of humans: customs, faiths and 
conventions; codes of manners, dress, cuisine. language. arts, 
science, technology, rellgion and rituals: norms and regulations 
of behaviour. traditions and institutions. (5) 

In short, It seems that there is little in the way that we live our lives 

which does not say something about the cultures we come from or 

subscribe to. 

Development 

The term development is loaded with iniquitous connotations of colonial 

imperialrsm and western cultural domination. Wherever western 

colonisation has taken place, indigenous and traditional cultures 

have been eroded in favour of modernisation. So when we apply the 

term 'development' to communities and cultural groups, does the term 

inherently imply a fundamental lacking and a need for development? 

We have only to tum to the work of Paulo Freire to understand 

that development can mean an 'authentic' process of action and 

reflection, through which oppressed groups learn to understand the 

WOf'1d they live in and strive towards their own liberation. Freire suggests 

that education is either liberating or domesticating and that to achieve 

truly dialogical relationships which lead to liberation, teachers and 

students need to be reborn as reciprocal partners in learning. (6) 

The notion of 'authentic development' seems to embody what 

many understand as the aims and principles of CCD. Goulet explains 

t'nis concept as the following: 

'Authentic development aims at the full realization of human 

capabilities, men and women become makers of their own histories, 
personal and social.' (7) 

Development, then, becomes an indigenous process of liberation for 

a community or cultural group. It is a process which may be facilitated 

but certainl'y not controlled or dominated by an outside force. 

Animating Learning & Development 

As a Youth Worker and Community Drama Worker, I have been inspired 

by a concept which finds its roots in European social work. The notion 

of 'Animation' encourages workers to understand that the raw materials 

for learning and development already exist within the group, waiting 

to be supported and nurtured. As educators we sometimes fall into 
Freire's 'Jug & mug' trap of seeing our function as one of deposit,ing 

information into empty receptacles, In the hope that knowledge alone 

will provide the tools for young peoples' empowerment The Animateur 

understands that our most important function is actualJy the creative 

facilitatfon of learning opportunitles, where people can feel empowered 

to seek their own solutions and ultimate liberation. Writing in 1976, 
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Berrigan sees Animation as synonymous with 'socio-cultural community 

development' and 'cultural democracy·, involving 

• ... the encouragement of cultural forms wtiich arise from. and are 

based in the community.' (8) 

The Theatre Animateur 

In his book, Voice to the Voiceless, Jacob Srarnpickal reminds us 

that the role of the Anlmateur is not confined to France and Italy. 

Srampickal describes 'Theatre Animateurs' as: " ... Theatre activists 

who do not necessarily belong to any particular SAG (Social Action 

Group), but have taken up the theatre as a medium for building social 

awareness". (9) 

Drama offers a wonderful opportunity for living Animation in 

schools. I think immediately of Dorothy Heathcote and her empowering 

approach to helping drama students discover their own creativity. In 

her book about Heathcote, Betty Jane Wagner describes the function 

of Heathcote's work as: " ... a conscious employment of the elements 

of drama to educate - to literally bring out what children know but don't 

yet know they know." ( 10) 

Through improvisation, group-devised drama, process drama 

and text analysis we offer students tools of reference for the exploration 

of their world and their place wfthfn it. If the first step towards changing 

our world is becoming conscious to our world and the forces which 

operate wtthin it, then the opportunity for cultural development through 

drama is huge_ 

A Forum for Change 

Augusto Boal took Freirean ideas into a theatrical space when he 

conceived Forum Theatre over twenty years ago. Designed to assist 
peasant workers overcome their oppression by wealthy land-owners 

in Baal's native country of Brazil, Forum soon expanded into myriad 

cultures and social contexts. Forum Theatre involves a dialogue 

between audience and players, in which spectators becorne 'Spect

actors' when they take to the playing space to challenge situations of 

oppression in action. Boal gives us a theatrical form which privileges 

the voices of the people and encourages us to believe that through 

a facilitated process of action and reflection, we can discover the 

resources within ourselves which will lead to our own development 

and ultimate liberation. In the hands of Boal and his 'Theatre of 

the Oppressed', Forum provided the tools for what Freire termed 

'conscientization': Social and political self-realisation. 

But a theatrical form which encourages young people to 

question institutional structures - their agenda and motivations - is 

potentially subversive and challenges the status quo. What I've noticed 

ln Forum Projects I've observed or been involved in over the last few 

-years is a shift from social/ political consciousness-raising to personal 

empowerment through individual responses to situations ofoppression. 

In the school context this can easily equate to a preoccupation with 

student-on-student bullying, which fails to acknowledge the roles of 

teachers and the power structures within the culture of the school 
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community. Whilst I believe that there is much value in assisting 

·oppressed' young people to develop responses to their oppression 

and broaden their repertoire of available choices, I know that this is 

only half the picture. 
I am fast realising in my own practice a need to move 

away from short-term theatre projects which address immediate 

manifestations of oppression, but fail to engage students and teachers 

in dialogue around the underlying issues of power which fuel such 

oppressions. 

Domestication V Conscientization 

I recently facilitated a workshop entitled 'Exploring Difference', for a 

class of year nines. Following an Image Theatre exercise, I asked the 

students, in small groups, to move from exploring individual responses 

to immediate situations of oppression to brainstorming strategies for 

the whole school to take on, which would help to develop a school 

culture of greater safety and acceptance. This proved a difficult task. 

Many of the students weren't able to make the shift and reverted to 

individualized responses such as 'ignore the bullies' or 'walk away'. Not 

one suggestion questioned the role of teachers, instead casting their 

peers as the sole perpetrators of oppression within the school. The 

two most popular strategies, collected on butcher's paper, suggested 
heightened security systems and stronger punishments for bullies. l 

realised that I was asking questions which the students had not been 

equipped to fully address. 
A plethora of educational thinkers have made strong 

assertions about the reasons why students are not equipped to 

critically assess the institution of school, With its social and political 

agenda. Writers such as Holt, Illich, Bowles & Gintis emphasised a 

functionalist view of school as the place where young people are 

taught right and wrong, assigned rank and cast as society's winners 
and losers. Whilst Bowles & Gintis contend that the hidden agenda of 

school is to provide a subservient labour force for capitalism, ( 11) Illich 

suggests that students are being schooled to accept the authority of 

institutions in place of their own moral responsibility. (12) lfwe agree 

with Freire. that true education emerges from dialogue and is anchored 

in cultural relevance and meaning for the learner, then what room is 

there in such institutions for true education? 

'Where in school are people ever given the opportunity to exercise 

their capacities for moral judgement? We use moral judgement 

only when we make choices, serious choices. choices that lead 

to action . .' (13) 

Creation and Re-creation 

The introduction of Community Cultural Development principles and 

practices into the school community requires that existing school 

culture Is allowed to change. It requires that those wfth power begfn 

to devise ways of distributing that power more evenly; and it requires 

that those with power assist those with less power to develop the skills 

to take more control over the shaping of their own communities and 

cultures. It asks a great deal of those who hold the power and it asks 

even more of those who have been schooled to relinquish power and 

defer responsibility. 
The integration of CCD principles into the drama classroom 

need not require an immediate change of content, but more importantly a 

broadening of the accompanying dialogue. The Productive Pedagogies 

framework within Education Queensland's 'New Basics' program lays 

the foundations for this, with focus on 'conversational dialogue· and 

an emphasis on 'knowledge as problematic'. Productive Pedagogies 

leads us out of the classroom too, encouraging us to support students' 

active citizenship. 
Active citizenship acknowledges that in a democratic society all 

individuals and groups have the right to engage in the creation 

and re-creation of that democratic society .. .' (14) 

The Student Social Justice Committee 

One of the first workshops I facilitated in Australia, after arriving 

in Brisbane from London in 1998, was organised by student 

representatives of lndooroopilly State High School's Student Social 

Justice Committee. I was brought in to facilitate a drama-based 

workshop encouraging the exploration of difference In the school 

community. 1 was impressed that such a progressive model existed in 

a secondary school here and as this was one of the first schools I'd 

visited. I took it to be the norm. 
lndooroopilly's Student Social Justice Committee was born 

of a desire to understand better the social and emotional needs of 

students and to create a medium through which students could feel 

able to advocate for one and other, within the school community. But 

a model like this relies on the support of staff and the enthusiasm of 

students and whllst lndooroopllly's committee still exists, much of the 

school's staff and student resources have been drawn elsewhere, 

leaving the group largely inactive. A Student Social Justice Committee 

provides, among other things, a focal point for a school community's 

gradual redistribution of power, but to work ii must find a secure place 

within the school culture and the support of students and teachers 

alike. 

The 'SPEERED' Project 

This year I will be seeking expressions of interest from secondary 

schools, in piloting a project which will use drama to build on models 

like the Student Social Justice Committee. The 'SPEERED' project 

(Student Peer Education for Social Justice) will engage a whole-school 

approach to address social justice issues in the school environment, 
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using the medium of drama. With an emphasis on continuity, the 

SPEERED project will aim to develop an ongoing and sust-ainable 

presence in the school community. A core group of 5-8 year eleven 

students will take part in an intensive eight-week process of exploring 

social justice issues, devising a drama around those issues, educating 

their peers and developing a physical focus for an ongoing social 

justice programme in the school. This will occur through the following 

key phases: 

Phase1: Forming 
• Group is engaged in an exploration of social justice issues 
• Group devises a short play around issues relevant to the schoo'I 

community 
• Group forms constitution and rules of engagement for the 

'SPEERED Group' 

The knowledge and skills of school counsellors and guidance 

officers, etc. will be drawn on to help the core group develop broad 

understandings around the issues at hand. Specialists from other 

government departments may be invited to work w1th the group. It 

will be important that the work of the core group is located within the 

broader curriculum and wider community. 

Phase 2: Outreach 
• The drama is 'toured' to students in the lower grades 
• The drama is used as a spring-board for discussion with 

students 
• The group uses the tour to promote the SPEERED Group to 

students 
• Group members use the tour to establish their profiles as 

SPEERED represent-atives within the school 

The choice of working with year eleven students deliberately avoids 

adding to the workload of year twelves. It also ensures that core group 

members who establish themselves as 'supportive peers' through this 

project, will be around long enough to follow through in that role. I hope 

that the role of 'SPEERED Representative' will provide the antithesis of 

the traditional 'prefect' or 'class captain'. The core group will comprise 

a broad spectrum of youth representation, which will not be biased 

towards high achievers or the academic elite. In this way the SPEERED 

Group will maximise its access to any student in need of support. 

Phase 3: Constitution 
• Group sets up the SPEERED Group 
• Group members' roles are clarified 
• Constitution, aims and practices of the group are informed by 

Productive Pedagogies and other Education Queensland policy 

SPEERED Group members will have to decide what kind of service 

or function they wish to fulfil within the school community. Maybe the 

group's focus will be on initiating awareness-raising projects around 

particular social issues, maybe it will be on support and mediation 
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between students or between students and staff. The group may meet 

once -a month or once a week, or daily, by way of an email group. 

The group may need to negotiate the allocation of a regular space 

and administrative support for the creation of flyers or newsletters. All 

such discussions and negotiations will be supported by the project 

co-ordinator and key participating figures within the school. 

Of vital importance to the project will be the development of 

support materials, which work in concert with Education Queensland's 

vision for social justice in schools. The understanding and support 

of teaching staff will be pivotal. as will the committed participation of 

the other key figures within the school. Year eleven students are not 

counsellors or guidance officers and the group will develop guidelines 

for referring their peers to appropriate services within the school 

community and beyond. 
As the SPEERED representatives move into year twelve, 

the process will ideally begin again with a new group of year elevens, 

who will take on and evolve the work of the SPEE RED Group. In time, 

if we allow, the SPEERED Group may become the focal point for that 

redistribution of power and the exploration of new ways of being within 

the school community. 

Taking Drama to the Town Square 

In today's media and technology charged society, we may be lead 

to question the efficacy of live theatre as a tool for social change, 

particularly with young people. Television, film, and the internet can 

reach millions of people at a time, influencing community values and 

shaping popular culture. 

But live theatre is indigenous to all cultures in some shape 

or form. It was born out of folk tradition, and for that reason our work 

enables us to fundamentally connect with all cultures. Live theatre 

offers a medium, unlike more technological media, to which people 

can answer back, directly and immediately. 

Commedia dell' Arte, Forum-and Playback provide examples 

of theatre taken to the piazza, to the town square where the heart of 

the community beats. There it draws us in with its physical immediacy 

and authenticity. It arrests all of our senses and engages the diverse 

range of literacies we develop to make sense of our world. 

As drama educators or practitioners, we embody a rich 

heritage. We are in possession of skills and knowledges which have 

been enthusiastically embraced by Community Cultural Development 

as exciting and dynamic tools for social change. We mustn't keep 

these a secret from young people, for fear of what they might do with 

them. We must show them that the tools we use to fashion aesthetic 

beauty or build artistic excellence are the same tools we can use to 

deconstruct our cultures and re-shape our communities. 
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,---------Defining the State of Our Art 
Building Regional Partnerships 

Dr. Janet McDonald, Univ.ersity of Southern Queensland, Toowoomba 

Material originally presented at the QADIE Conference, Brisbane Powerhouse, April 27th, 2002 

Regional or Community Theatre? 

Much of my thinking about this topic has come out of reading the Ignite 

Theatre Special Edition magazine from 2001, entitled "Playing Outside: 

People, Place. and Regional Performance." Many of the contributing 

authors discuss personal and ongoing anecdotes about their regional 

theatre experiences, or endeavour to sum up their experiences by 

articulating of a kind of working knowledge of how regional theatre 

exists in Queensland. In this particular publication, Tom Gutteridge, 

then working for Queensfand Theatre Company, wrote and article 

entitled, "New Play-Mates: QTC's Regional Partnerships· and he 

suggested that ignite continue to "chart the progress" of these new 

ventures. This article intends to do just that and try to articulate a new 

and evolving model of regional partnership: one that combines local 

(regional) and metropolitan expertise to support the creation of new 

and dynamic theatre product on the Darling Downs. 

It would seem that regional areas are still realizing that 

they might provide artistically lucrative fodder for the creation of new 

theatre works. As John du Feu states in his paper "Listening for the 

Echo: Regional Theatre in the 21st" regional communities are a "rich 

source of anecdote and experience" for the creation of germane theatre 

processes and product that mi,ght have genurne efficacy and legitimacy 

for audiences in regional areas (13). Efficacy is Important to regional 

arts, and H becomes more important when we consider the aesthetics 

of regional cultural development that aims to make meaningful theatre 

by locals, for locals and about local stories. Unfortunately, the term 

"efficacy" has not necessarily been at the heart of many traditional 

theatre events in some regional centers. Historically, towns like 

Toowoomba, offer cultural theatre products from three traditional and 

highly conservative avenues: the repertory theatre, philharmonic and 

choral societies. These "little theatres" are likely to be administered 

by local and largely retired people who may have had some speech 

and drama training-AMEB or Trinity-and who ae most likely to 

have "earned their stripes" as thespians by participating in annual 

eisteddfod competitions, The cultural products that are presented 

in the above arenas are almost always scripted, well published, well 

known crowd-pleaser plays and musicals where the production values 

may be glorified in order to hide inconsistent performances. As du Feu 

laments, "theatre shows which simply reflect the day-to-day lives of 

their audience are generally doomed to be dreary and neither the artists 

nor the community want that' (13). The repertory theatre may provide 

some contemporary work, but seasons are generally decided upon 

without too many performance risks being taken. Yet, these theatres 

are very often supported by a conservative regional public who are 

wary of anything too "different". They don't want to pay good money 

to see themselves lampooned, or worse, see local people in the nude 

or behaving as though the artist-in-residence from the "big smoke" has 

wrestled any sense of decency from the local participants. 

At the risk of being overty critical of these regional theatrical 

traditions. I am heartened by Sue Benner's article about the status of 

amateur theatre in Queensland, when she says, "most amateur theatre 

have little desire to be professional theatre workers, !heir participation is 

based on creative needs and personal growth" ( 16). There Is no doubt 

that repertory and choral societies offer a social club-like atmosphere at 

best, where entertainment, self-esteem and a sense of accomplishment 

are the main goals of the participants. But can kind of theatre have 

any meaning if local stories and other rich sources of food-for-story

making are ignored or Jettisoned in order to uphold some misguided 

belief that the theatre is some kind of lofty ''high-art"? 

This situation may be on the way out to pasture. Sue 

Benner's research suggests that there has been a distinct and 

significant shift, in amateur theatre, from performing scripted plays 
to working collaboratively with a playwright or theatre instructor to 

create new works (16). She goes onto suggest that this is could be 

an emergent new community cultural development model that blends 

aspects of amateur theatre with community theatre techniques. Of 

course, when talking about regional theatre development, I soon find 

myself using terms like "community theatre", and in some cases, this 

term suggests a discrete political edge to its theatre making agenda. 

Some communities may even Wish to NOT use this term in case their 

work is disparaged by local would-be supporters as "pinko" or "leftist' 

or "for the bleeding-hearts·. However, if theatre makers believe the 

motivations of political theatre theorists such as Meyerhold, Piscator or 

Brecht, then anything that is framed as "theatre'' must take up a polftical 

position because it aims to present the audience with a particular 

view. Steve Capelin, in his ground breaking publication Challenging the 

Centre: Two Decades of Political Theatre defines community theatre 

as having "critical and celebratory voice of the ordinary people": indeed 

it is its very nature to dispel theatre as an elusive "high art" (55). 

Whether we call it community theatre or not, I thoroughly believe that 

if an evolving theatre work by regional participants is not about critical 

awareness and a desire for social observation of a community, then 

why create it in the first place? 

As a regional audience member, I want to see new theatre 

that rises organically from regional issues and folklore. And I think that 

we, as regional theatre artists, teachers and participants, need to ask 
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more of the theatre products that are created locally, ifwe want to begfn 

to define regional theatre can be. Since the 70s, if a community wanted 

to create it's own theatre that reflected themselves, they rnighl scrape 

together funds to import a visiting theatre artist from a metropolitan 

center. There have been many successful theatre produc1s created 

out of these artist-in-residence models, and in many communities, 

this may be RADF money well spent. However, there are also many 

anecdotal stories floating around regional Queensland recounting 

projects which have ultimately been abandoned because what du 

Feus calls a "proper dialogue with the host community'' has not been 

established and so the finished product did not have meaning for the 

locals (13). Eve Stafford, in her article entltled ·creating Waves", 

suggests that audlence development for regional theatre products is 

of primary importance and concern. Insistence upon growing a social 

capltal which champions "conversatrons to exchange experiences, 

human scale storytelling and values-sharing" is the key to creating 

"good'' regional theatre (11). If this employs a visiting artist from 

the city, then so be lt, but the artist needs to be aware of ways in 

which to initiate and sustain this dialogue. Du Feu states that both 

regional communities seeking to create their own theatre product and 

metropolitan arts organizations seeking to instruct the creation of a 

regionally created product should remember, "regional communities are 

not simply smaller versions of the capital cities". He goes onto agree 

with Stafford's observation that where a city-based theatre instructor or 

company "develops a dialogue with a local community, it places itself 

in a position to receive directly the kind of insights and energies that 

can lead to creative theatre making and individual products" (13). 

Enter the Partnership 

So how do we create organic, germane theatre for regional audiences? 

Partnerships can offer an effective, variable-duration way to create 

infrastructure and mentoring. In 2001 the University of Southern 

Queensland, together with Toowoomba's premium theatre venue, the 

newly restored Empire Theatre, and Queensland Theatre Company 

embarked on a new regional partnership initially called QUE-Fest (an 

acronym using the first letter in the names of each of the partners). 

Essentially, it was set up to link two regional providers of theatrical 

product the USQ Theatre Department and The Empire iheatre with the 

Queensland's state theatre company. Due to significant revenue loss 

by the touring of already-performed, pre-fabricated theatre products 

(the regional tour of Mrs Warren's Profession in 2000 was the clincher) 

to regional areas in the State, Queensland Theatre Company sought 

to undertake new suggestions made by key regional performing arts 

organizations {Gutterdige, 65). Dr. Kate Foy from the USQ Theatre 

Department and I suggested some kind of project that included 

mentoring on two levels: QTC to USQ, USQ and the Empire to the 

community at large. USQ and The Empire had a priority to engage 

young people so that a new audience for youth theatre might emerge 

and invigorate the current commercial theatre scene in Toowoomba 

(as well as the potential nourishment of USQ courses in the Bachelor 
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ofTheatre Arts). 

Sue Hunt, the General Manager of Queensland Theatre 

Company called this initial idea curatorial model, i.e., one where the 

partners who have resources and expertise do much the same job as 

a gallery curator who "assembles" theatre workshops, discussions, 

brings rn experts, etc., and who, in lhis case, endeavours to provide a 

custodial or guardianship to the encouraging of new regional theatre 

works. Tne method. therefore, was to have local young people 

getting where they might collaboratively create, improvise, script 

plays. This process would be pinned together by a combined effort 

from the partners: with mentorfng from Theatre Studies majors from the 

Bachelor of Theatre Arts at USQ as well as some technical mentoring 

by Empire Technical staff, while Queensland Theatre Company also 

provides theatre industry people to run workshops and mentor both 

USQ students and locals in developing organic theatre product. Our 

driving aim was that this was not to be just art for arts sake-it should be 

devoted to young people gaining much needed experiential knowledge 

about theatre production processes, but also about making smart-art, 

i.e. the belief that the theatre worlds they create are dynamic and 

organfcally obtained by serious and consideration of themselves in 

their actual worlds. The ·art" is therefore in what the local youth bring 

to their workshops and rehearsals; the pedagogy is in the mentoring 

supplied by the partners. 

QUE-Fest initially provided a youth theatre model that 

disrupts the traditional style of ''importing• artists from the "big smoke" 

to help enthuse locals to express themselves through making theatre. 

Queensland Theatre Company-the city connection-offers only one 

aspect of the mentorin.9 process. Visiting artists not only mentor the 

creative product but prior to the QUE-Fest process beginning, they 

also mentor USQ Theatre Studies students in how to provide successful 

workshops and maintain infrastructural organization of the project. 

By the time second semester rolls around, these USQ students are 

largely responsible for providing impetus to young loca'ls who want to 

make theatre: young local unlvers1ty students mentorlng young local 

thespians. Support from Department of Theatre staff and Empire staff 

-also local people - become integral to the process of publicly relating 

the idea of QUE on the Darling Downs. 

The Impact of QUE in Toowoomba 

So does this create legitimate theatrical cultural development for 

young people in Toowoomba? You bet it does, In QUE's inaugural 

year (2001) no less than five new works were presented at the QUE 

Festival in October at the Empire's Church Theatre. All shows were 

created through a seven-month collaborative process between local 

high school students and third-year Theatre Studies students. Topics 

ranged from the abstract (featuring a couch, three actors and a data 

projector) through to more realistic expressions of the impact of 

divorce, the cycle of alcohol abuse, the interface-off between retirees 

and young people in small towns, and a fantastical and very camp 

exploration of show tunes through the eyes of a journalist for a small 
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regional newspaper. Certainly political issues were touched upon, as 

well' as social comment and pure entertafnment and cheap laughs. 

However, all the plays struck me with their honesty and organfc 

freshness on the stage, they were very exciting outcomes for this 

new foray fnto creatfng genuine regional theatre experiences for young 

people in Toowoomba. 

Whal QUE-Fest did not immediately do was create or extend 

a new youth audience for this theatre product. Vital lessons were 

learnt by all partners and participants on time and spatial management, 

publicity, and structure of the project-keeping in mind it was also the 

project's first year of existence. But the school audiences we had 

targeted and expected did not come. Toowoomba has an enormous 

amount of high schools --both private and public--which all offer some 

form of either drama curriculum or extra-curricula theatre activities. 

QUE-Fest offered something new, although extra-curricula, to 

challenge the efficacy of traditional theatre products presented by the 

repertory theatre or choral societies. What was discovered through 

both informal and formal gathering of data about the QUE project was 

the degree to which a cultural cringe locally created and generated 

theatre products for youth audiences. There 1s always resistance to 

change in more conservative communities; however. I believe the 

particular problem of creating new youth audiences for locally made 

theatre is bound up in the town's 90-mlnute (driving) proximity to 

Brisbane. Many Drama teachers prefer to take their drama classes 

lo Brisbane to see a performance as there chances of experiencing 

a deficient show there were somehow diminished? I am heartened 

by what Eve Stafford writes in her paper: that audiences for new 

regional theatre initiatives are not created in a year or less, rather by 

"undoing the hierarchy between high art, commun1ty art and popular 

culture, .. "(11). We have thrown the rock, and the ripple is beginning 

to take affect. 

The partners took on these lessons and embarked on 

QUE-Fest 2002 with a few changes that could encourage a wider 
input from reglonal Darling Downs youth and schools. Firstly, with 

help from Queensland Theatre Company and the Empire Theatre, 

QUE employed an administrator to help coordinate the goings-on of 

the partnership. Kathryn Silcox, a recent Theatre Studies graduate 

of USQ also receives training in production management. public 

relations. and administrative coordination from all three partners in 

order to continue the ·mentoring" emphasis that developed in 2001 

with QUE. In order to galvinize our outreach to regional schools, 

USQ Theatre Studies students provided workshops and mentoring to 

Drama students at Nanango State Hfgh School (approximately 120 

l<ms northwest of Toowoomba). This partnership encouraged both Year 

11 and Year 12 Drama classes to also create two new regional theatre 

products that were not only performed in Toowoomba for the Festival in 

October 2002, but their process also made into a digital film that was 

also shown at the performance. QUE-Fest 2002 provided us with an 

even wealthier and more mature collection of youth performances that 

played to full houses at the Empire Theatre. It was here that I decided 

that the ripples were beginning to burst from the pond! 

In 2003, QUE-Fest will become only one of the projects that 

the new cornpany QUE Theatre Inc will offer to local people interested in 

extending their skills in theatre arts. QUE-Labs will feature prominently 

as a series of workshops for upper primary and lower secondary 

students throughout semesters one and two, while QUE-Aclhas been 

established to provide locals with introductory screen acting workshops 

using a curriculum created by USO lecturer in Acting, ScottAlderdice. 

In November 2002, Dr. Darryl Chalk from the Department of Theatre 

launched QUE-Fiish at Harristown State High School, which aims to 

encourage local indigenous youth in their own performance project that 

WIii be anchored by indigenous local artists and Theatre students from 

USQ. QUE-Fiish (Fresh Ideas from Indigenous Students at Harristown) 

was warmly received and will begin its journey in 2003. All these new 

projects provide the bedrock for a new you theatre initiative in reglonal 

Queensland: QUE will be a theatre that has skill development and 

organic theatre creation from grass-roots voices at its core. 

How Does this Model Help Regional 
Drama Teachers? 

USQ's involvement with the partnership as the key provider of the 

pedagogical steering of QUE is already showing signs of payoff. in 

2003 our intake will include students who have "graduated" from 

QUE activities, i.e., for the first time, several Bachelor of Theatre Arts 

majors will have participated in QUE throughout their high school 

years. To me, this is a sure sign that QUE has efficacy for young 

people in Toowoomba who are interested in further developing career 

in theatre arts. What this also means is that local Drama teachers 

have not only been promoting QUE act1vlties with their students, but 

also courses in Theatre offered at USQ. During auditions in 2002 for 

2003 our Department was inundated with appiications for our new 

dual degree: Bachelor of Drama/Bachelor of Education (Secondary) 

that quickly filled its quota with students from regional areas on the 

Darling Downs. 

USO and the Empire Theatre serve the Darling Downs well 

in that they will provide the pedagogy and performance spaces for 

a new model youth theatre in regional Queensland. By 2004, it is 

hoped that QUE Theatre Inc. will be a fully functioning youth theatre 

that has at its core the training and cultural development of theatre 

audiences and performers in Toowoomba. The symbiotic relationship 

that is developing between courses offered Theatre Studies at USQ 

and QUE is the bedrock of how this theatre will work: the emphasis will 
continue to be on mentoring in all activities and projects. There is no 

doubt in my mind that this will be an enormous coup for the Bachelor 

of Drama/Bachelor of Education (Secondary) incumbents as they will 

have the opportunity to train as teachers AND as theatre-makers. 

Because of the support from QUE partners, there has also 
been a very strong increase in the promotion and celebration of 

industry professionals with local youth and USQ Theatre students. 

The result is that professional theatre artists such as Chris Pye, Hayden 
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Spencer, Carita Farrer, Scott and Niki Witt, and Jamie Dawson have 

aided in creating a network pathway for our students to feel more 

welcomed by ihe theatre 1ndustry offered in Brisbane. Workshops 

and follow-up email,discussion groups (provided through Queensland 

Theatre Company's website) have engaged students and allowed 

them to gain access fnto-an industry that might seem daunting at first 

consideration. THIS is the interface of pedagogy that has true agency 

for young people because they gain a faith that theatre does indeed 

provide multiple outfets for legitimate career paths in the arts; they 

experience it first hand. 

I believe the industry contacts and networking that a model 

regional partnership such as QUE provides can be replicated with 

regional schools and theatre artists on the Darling Downs and beyond. 

It seems to me that USQ is 1n a most envious position beca.use it is a 

regionaf provider (and leader in the field) of not only online and external 

courses in theatre, it also offers a regionally based Department of 

Theatre that can offer regional theatre-makers connections to vital 

industry networking and resources. The Department of Theatre can 

offer not only theoretical and practical resources for making drama 

in the classroom or workshop, but there is also a fully functioning 

professional theatre on campus as well as extensive Industry 

networks in Toowoomba with the Empire Theatre. Brisbane and other 

metropolitan and regional centres. 

What I am suggesting here is that the Department ofTheatre 

at USQ fs in a position to take a ··curatorial" role through working with 

individual regional Drama teachers and regional arttsts to affect and 

dispel their sense of separation or isolation when creating new theatre 

works. In my experience, many Drama teachers and theatre artists 

who do their training in Brisbane and move to regional areas to work 

most commonly seek support from their aim a mater. USQ, however, 

1s a regional university that understands the needs of regional arts 

workers and teachers; indeed the Department of Theatre is already a 

site for regional cultural development on the Darling Downs. 

USQ then becomes and agent of change that can put 

schools in direct contact with other regional artist networks and 

theatrical resources of benefit to a Drama teacher or drama project 

in a regional school/communities on the Downs. As we continue to 

embrace the production of online, web-based, fnteractive materials 
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for teaching theatre courses (we are very email friendly), I take very Biography • Dr. Janet McDonald 
seriously the suggestion made by Eve Stafford on how regions can 

become more self-determined in enhancing their cultural development; 

they need to create "cross-linkages within regions to address an over

reliance on capital cities for access and touring producf(12). I believe 

there is a cultural cringe in some regional school teachers - especially 

those within an easy-driving distance from Brisbane-who genuinely 

believe that Brisbane universlties and theatres are the only source of 

relevant cultural product QUE is an investment in a new model for the 

correcting of this belief, and in doing so; we are redefining the state of 

our theatrical regional product. 
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Artists in Schools 
Enhancing the Artistry of Drama Education 

I
. n this article I look at Arts Victoria's Artists in Schools program, 

having first shared a few of my ideas regarding the link between 

drama pedagogy and artistry and the need for arts partnerships in 

the drama curriculum. 

Introduction 
Professional artists and arts educators in Victoria have a unique 

edge. The Department of Education and Training DE& T meets 

some of the costs of ensuring a rich arts education for students in 

Primary and Secondary schools. Through its 'Strategic Partnerships' 

program it funds arts subject associations such as Drama Victoria, 

some theatre for young people groups, cultural organisaHons such 

as the National Gallery and funds some school-based arts programs 

via Arts Victoria's Artists in Schools program. (Arts Victoria is the state 

government arts organisatfon). Now in its twenty-second year, the 

Artists in Schools program brings professional artists into schools from 

the performing arts, visual arts, literature, multimedia and design. The 

program is ostensibly aimed at student-centered projects (Primary 

and Secondary). Opportunities for teacher professional development 

are also possible. 

The objectives of Artists in Schools: 

• to provide innovative opportunities for students to be actively 

engaged in learning; 

• to provide opportunities for young people to interact with 

professional artists; 

• to assist students to understand creative processes: 
• to explore innovative integrated curriculum initiatives; 

• to provrde professional development for teachers; and 

• to increase/broaden student awareness of vocational pathways. 

Drama teachers as artists and with 
artists 

No matter what your position on the role of drama in schools, there is 

no doubt that working in the aesthetic is part of the job for the drama 

teacher. 

According to Simons (2002) drama pedagogy is so inexorably linked 

to artistry that • it is hard to tell the dancer from the dance· (p2), 

Neelands, (2001) in describing the roles of the drama teacher uses 

terminology that correlates with that of the artistic processes of the 

theatre industry, 

Dramatic art, Fleming (1997) reminds us, is a human construct and 

has, like other art forms seen a number of movements. He adds 

Richard J T Sallis, Victoria 

that the contemporary drama educator now uses a numoer of these 

conventions and practices in their day-to-day classroom (e.g. Brecht's 

'alienation· techniques). Drama teaching is art he contends because 

it does not adhere slavishly to ·mechanical;' principles of application 

and it employs dramatic form to create meaning. Bolton (1994) says 

that drama draws on the aesthetic dimensions of everyday life. When 

a drama Is created the artist draws on 'dramatic' events from ·real-life' 

to create this aesthetic. As he says (1984), 'What works effectively 

for an audience, will equally well operate for the spontaneous drama 

of the classroom ... drama is both a performance and a communal 

art'. Whenever students are engaged in 'the occasion of presenting 

something to an audience'. they are working within an aesthetic 

dimension. This even applies, as he points out, when they are partak1ng 

in commonplace drama activities such as a role-play in front of the rest 

of the class. In drama the works of art engage with the world because 

they draw on the world for their hlaterlal. In this way the teacher and 
students work in a similar way to playwrights, directors and actors. It 

is through theatrical metaphor that this world is explored. 

So, if the artist and the educator are so inexorably linked 

in drama pedagogy, it is important for drama teachers to continue to 

enhance their arts' skills as well as their educational ones (if that is, 

one can be separated from the other). With significant changes taking 

place almost weekly in the processes of production in performing arts 

industry, lt is part of the brief of the drama teacher to keep up with these 

trends. One way to do this is to expose our practice to the innovative 

ideas of artist(s) working within it. Haseman (2002) says that, 

'new technologies require drama teachers to expand their notions 
of what dramatic production actually is. While most are at home 
teaching the cannon of plays and genres of Western theatre, the 
changes underway have already thrown up a plethora of new forms 
that iascinate and obsess our studems'. 

Students and teachers at the heart of 
the program 

One way to meet Haseman's challenge is to form a partnership 

with another artist whose work will increase the potential for both 

teacher and students to be engaged in cutting edge arts practices 

and processes. Harnessing the creativity of the drama teacher and 

students it is not farfetched to suggest that between them the artist 

and the school may between them forge new frontiers. 

The Artists tn Schools program supports projects that 

foster innovation and creativity, teamwork and collaboration within 

and beyond the classroom. It aims to support projects that assist 

students to; find new ways of looking at things, discover new principles, 
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Invent new products, create new ways to communicate ideas, develop 

new ways of approaching a challen9e and apply their knowledge to 

arrive at new solutions. 

For drama educators Haseman (2002) says, ·the call is to open up 

the curriculum, to unsettle the notion that knowledge Is best taught in 

tightly bundled, discrete disciplines and to embrace radical strategies 

in teaching, learning and curriculum design to ensure that schools do 

not stifle creativity and experimentat1on' (p121). The nexlbflity of the 

Artists in Schools program means that projects can be linked to the 

students' lives and interests and can cater to individual learning needs 

and nurture a range of intelligences. 

It should be pointed out that schools get to choose their own artfst(s}. 

In !he past few years some of the most successful partnerships 

have been those where the scnool and the artist(s) have challenged 

conventional notions of what is possible. Teachers and artists have 

been staggered by what the students have managed to achieve. 

Projects have culmincited in such enterprises as the creation of 

performances staged at mainstream theatre venues, the production 

of a professional quality multimedia package and creating material for 

both fringe and mainstream arts festivals. 

The Manager 

According to Fay Chamley, the Manager of the program, 'students learn 

that making an artwork is a complex journey, evolving from an initial 

concept through many steps to reach the final end product. It provides· 

them with a unlque insight into the way artist(s) work, think and feel. 

They develop or enhance skills through watching, working and sharing 

ideas With professional artists. For artists, working collaboratively with 

young people can be both artistically and personally challenging.Artists 

are stimulated and refreshed by the enthusiasm and fresh ideas of 

students who are often questioning them on elements of their artistic 

process'. 

The Artist 

Rebecca, a performing artist who has worked in the program says, 

'they (the .students) really quiz you while you're working with them. 

They were intrigued as to what made me wan! to work in the arts. 

I Joved answering their questions. Strangely I found it helped me 

to reconceptualize and revaluate what l do, especially from the 

perspective of young people'. 

To take part in the program like Rebecca, an artist needs to 

be currently practising her/his art. In a school setting the artist works 

as a facilitator. catalyst, resource or model. She/he demonstrates the 

skills, ideas, aesthetics and sensitivit1es involved In produclng a work of 

art. It is most important that the artist is able to relate well with students 

and staff and have the skills to effectively communicate, discuss and 

demonstrate their art, The artist also needs to be committed to the 

project, reliable and able to work within the bounds of what is deemed 

appropriate atthe school level. 

Arts Victoria has an Artists Register of artists who have 
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expressed interest In working in schools. Artists interested in 

worklng in schools should contact them to register. In the past few 

years artists have included, playwrights, performers, digital artists, 

writers. composers, architects, photographers, dancers. puppeteers, 

musicians, graphic designers, printmakers. fashion designers, 

sculptors, installation artists and film makers. 

The program supports projects that also provide PD delivered 

by the artist in the school setting. Artists are encouraged to run formal 

and informal PD sessions for teachers directly and indirectly involved 

in a project. They may model new approaches to teaching and 

learning and may provide much needed inspiration for the classroom 

teacher. This has been noted by teachers especially those in isolated 

rural and regional areas. As an added bonus, teachers coordinating 

Artists in Schools projects can negotiate an accredited Professional 

Development Module with The University of Melbourne Department of 

Language, Literacy and Arts Education through the Flexible Enrolment 

Scheme. 

How to get involved 

The program is open to Victorian primary, secondary schools 

Including government and non-government schools. It is the school 

that applies, having first developed an application in conjunction with 

the proposed artist(s). The program provides grants of $3,000 - $4,000 

for artists to work In a school for up to 20 days. On average around 

one in every three applications is funded. Applications are -assessed 

by a panel comprising of Arts Victoria staff, external industry and 

education professionals with combined arts education knowledge 

across art forms. The panel forwards recornmendatfons for funding 

to the Department of Education and Training. Projects are assessed 

according to the following criteria: 

The proposed project: 
• has a strong and innovative artistic concept 
• provides significant benefits for students and teachers 
• is well planned, and well supported by the school 
• relates well to one or more Key Learning Areas; and 
• involves a suitable artist in a way that suits his/her experience, 

Some recent projects 

A selection of recent performing arts projects highlight the diversity of 

those fostered by the program, At Yarra Glen Primary School, Janette 

Poulton worked on 'Thinking Places, Thinking Spaces', In this instance 

Janette was selected as the artist because her other area of expertise 

is philosophy. The school had determined that the theme of the piece 

would be emotional, conceptual and physical spaces. Janette involved 

two other artists throughout the program: Rhonda WIison, an actress, 

oral h1storian and trained teacher; and Noemi. a musician. All grade 

levels were involved in one way or another. This ranged from Grades 

Prep to Two being involved in movement and dance to Grades Three 

and Four working on mime, role play, and writing scenarios to Grades 

Five and Six presenting a play on the history of philosophy. 
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With a creative teacher like Rodney Sipthorp at Melbourne 

Girls' College a project can be tailored specifically to meet the needs of 

students and staff. The school is a multicultural college for girls. Girls in 

the college come from 54 different countries of birth, with approxima'ft.ly 

25 percent of the college population born outside Australia. The 

greatest proportion of students within this group come from China, 

Vietnam, Timor, Russia and Afghanistan and India. Diversity within 

the college works well, there is good interaction between racial groups 

and respect for cultural differences among the girls. 

The school decided to involve an artist in its plans to enter the 

annual Melbourne Moomba street parade. Amanda King is an artist 

specialising in festival arts. The role she sees for her work is to examine 

tradrtional festival ritual1, artforms and practices around the globe, and to 

reinterpret them for contemporary Australian participation. Initially over 

one hundred Year Seven girls were involved In the making of props to 

accompany the 'Durga Tram'. Durga is a female goddess from Indian 

culture, and as the name suggests the tram was one of the well-known 

Melbourne public transport icons that the girls repainted for the festrva1 

event. The prop making continued without a break for three weeks 

with the majority of girls embracing the project with great enthusiasm. 

Some girls elected to work through lunch times constructing, painting, 

and even just talking to Amanda about her projects. 

A group of the girls then took part in the annual street parade with 

their props, costumes and painted tram. 

At Mount Macedon Primary school, performing artists 

Sue Blakey and Karen Martin worked on a project called 'A Work 

in Progress' that focused on the students developing skills in, and 

an understanding of, the process of taking actors, their skills and 

ideas from initial introductory activities to a final performance. Daily 

sessions involved warm-up techniques, games, and different aspects 

of performing. Students, in role as directors, were involved in the 

development of a sequence of actions by discussing what worked 

and what didn't work with their peers and the actors. They also gained 

experience in rehearsing, choosing costumes, working with props, 

refining the performance, and organising the final public performance, 

by the two artists. 

According to their teachers it was empowering for the 

students to be given the role of director. They also developed a useful 

understanding of tne processes of performance and gained a great 

deal of confidence in their ability to work in a team environment while 

creating the performance. They took pride in the final performance and 

realised how valuable their contributions were to the overall success 
of the program. 

Daylesford Primary School is located in an attractive historical 

town 100 kilometres north-west of Melbourne and 40 kilometres north

east of Ballarat, in the Central Highlands area. Artist, Rebecca Lister 

has fifteen years of experience in Community Arts, as a lecturer in 

Community Arts at Victorian University ofTechnology, and has worked 

as a funded playwright for five years. Rebecca also teaches drama 

privately, within the local community, The project centred the writing and 

performance of a cabaret based on the students' sense of belonging 

at school and with their peers. By being involved in the project the 

teachers experienced a different, more equitable level of interaction 

with the students. They relished the opportunity to experience of 

another style of learning and seeing students in different circumstances. 

Rebecca notes that she hadn't worked in a school for a long time. She 

says that, 'it is easy to find fault with big institutions from the outside, 

but greater understanding and appreciation is gained from being on 

the inside. I felt I could contribute, both as an artist and a parent, to my 

children's school. 11 also developed stronger relationships with other 

parents within the school community·. 

Not all projects are without their problems. It is worth keeping in mind 

that having an artist visit your school brings with it special needs which 

have to be accommodated one way or another. At Yarra Valley the 

timetable had to be modified to include normal school programs as 

well as times for the three visiting artists. As a result staff needed to 

be flexible. Due to the school having portable classrooms and only 

one small multipurpose room, there was difficulty finding work areas. 

Artists had to improvise and modify ideas, and student activitfes had to 

fit into the spaces available. At Melbourne Girls' there were frequent 

room changes (the constant drying of props often made the art room 

inaccessible), The shortage of materials that the school encountered 

towards the end of the year, were sources of frustration for Amanda. 

The constant state of the art room was overwhelming, with any sense 

of order long gone. The shortage of storage space added to the 

problems. along with the uncontrollable mess that emanated from 

large numbers of girls working in the room without a break. Due to a 

late start on the project, (it started in November and was completed in 

March) when the girls returned to school after the holidays it seemed 

as •if the summer had waned their enthusiasm. Despite continual 

lobbying from Rodney, only thirty-eight girls volunteered to see the 

project through to completion. According to Rodney timing is everything 

and a significant break in a project substantially effects the motivation 

of staff and students. 

Teacher Bryan Smith at Nazareth College had his work 

cut out for him when he hit a major snag shortly after the funding 

was received. The project was to present and perform Roald Dahl's 

'Matlllda' with a component presented as puppetry and black theatre. 

When Bryan went to confirm the copyright conditions to perform the 

work, permission was denied. He then used the last two weeks of the 

school year to write the draft of a narrative that would accommodate 

over one hundred students. The result was 'battle Zones', a play 

which incorporated themes dealing with bullying and harassment, 

computer technology, friendship and time travel. Puppetry and black 

theatre was what artists Mikkel Mynster & Liss Gabb were to bring 

to the project, so Bryan had to ensure his script allowed for them 

to maintain their involvement in the same manner as outlined in the 

original application. 
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Over the two decades that the Artists in Schools program has been 

running a lot has changed in drama education in Victoria. Of late a 

noticeable trend has been that an increasing number of practising 

professional artists are going into drama teaching. As a result there 

are a number of graduates from institutions such as The University 

of Melbourne who are entering the drama classroom with a strong 

artistic background. Last year more than fifty students graduated 

as drama teachers from The University of Melbourne. Many had a 

strong performing arts background. Being a graduate diploma course, 

students in the class of 2002 had previously graduated from WAPAA, 

NIDA, the Victorian College of the Arts, Monash University Performing 

Arts. Others such as Brian, was jointly involved in theatre for young 

people, Trudi was a physical theatre performer, Colin performed as a 

leading actor at a mainstream theatre company during the year and 

Marcia was an actor on primetime television. All of these graduates I 

am sure consider themselves to be both artists and educators. Does 

this mean they won't take advantage ol what Artists in Schools has to 

offer? Not so, according to Steven a professional playwright and theatre 

director who has recently graduated from the course. 'As any artist 

knows you learn from others (artists). I don't think any of us graduating 

this year would be so arrogant as to think that as drama teachers 

who also work in the arts industry we know all there is to know. I am 

expecting that when I start teaching the time I have to practice my art 

outside of the classroom will diminish significantly. I think programs 

like Artists in Schools will help me to keep in touch with my peers still 

working in the (performing arts) industry'. Trudi adds, 'what I love about 

my art is the sense of collaboration. That's one thing I am not looking 

forward to when I start teaching - working in isolation. I might end up 

at a school where I am the only drama teacher. I will need things like 

Artists in Schools to help me feel I am stili in touch with the wider arts 

industry. It will keep me fresh'. 

Richard Sallis sincerely wishes to thank the Coordinator of Artists in 

Schools, Fay Chamley for her assistance in providing material for 

this article. 

Fay Charnley 

Arts and Education Officer 

Arts Victoria 

Phone: 03 9954 5042 

Fax: 03 9686 6186 

Email: fay.chomley@dpc.vic,gov.au 

Application details can be found on the Arts Victoria website: 

www.arts.vic.gov.au. 
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Regional Partner.shiRS 
___ C_o_nnectlng the Communities of the Central Highlands and Coalfields 

I 
n 2000, The Australia Council for the Arts commissioned a report by 

Saat~hi ~ Saatchi, enti~ed ·'Australians and the arts", to investigate 

the d1rect1on of the arts ror the next decade. Specifically, the Council 

was interested in discovering "how Australians see the arts today and 

how they would like to see the arts tomorrow." (Saatchi &Saatchi 4). 

While the report was able to establish that " ... many Australians can 

and do enjoy the arts in a variety of ways'' (Saatchi & Saatchi 18), it 

demonstrated that "many Australians do not feel welcome to enjoy the 

arts" (Saatchi & Saatchi 18). Specifically, the report concluded that 

there were a wide variety of determining factors in consideration of 

Australians· ability to access the arts. Factors such as financial and 

geographic barriers often precluded many Australians from accessing 

the arts. Indeed, Saatchi & Saatchi found that: 

"The perceived high prices-and central locations of many highly 
recognised arts activities-tend to send messages to less wealthy 
or more geographically disiant Australians that the arts (at least as 
performances and shows to be consumed) are not for them.' (Saatchi 
& Saatchi 22). 

In 2001, Queensland Theatre Company toured its production of 

Bernard Shaw's Mrs Warren's Profession into regional Queensland, 

only to cancel their final performances in Bundaberg due to poor 

audience numbers. As Tom Gutteridge (then Artistic Associate for 

Queensland Theatre Company) wrote in his article "New Play-Mates: 

QTC's Regional Partnerships'' (Ignite Theatre), " ... the real question for 

Michael Gow [Artistic Director) and General Manager, Sue Hunt, was 

'Is this the best way to deliver theWe to these areas?' The conclusion 

was that it isn't." (Gutteridge 65). 

In essence, Queensland Theatre Company was already 

embarking on finding solutions for issues that were outlined by the 

Saatchi & Saatchi report, Specifically; How can Queensland's state 

theatre company have a more meanin.gful relationship with its regional 

community? The Saatchi & Saaichi report recommends that " ... the 

arts sector could learn from the experiences of other industries and 

professions which work together to achieve common goals throughout 

their sectors despite internal competition." (Saatchi & Saatchi 19). 

Traditional models of partnerships in regional communities, however, 

have focused on accessin.9 the community through Regional 

Development Officers, often attached to local government councils. 

While this model is suitable for touring productions into larger regional 

centres, it is not adequate for accessing people in more remote locations 

in terms of developing a partnership. This Is due to large numbers of 

small towns either not having Regional Development Officers, or not 

having the available resources at their disposal to manage a cultural 

project within their region. Moreover, as Deborah Stevenson claims in 

her book (Art and Organisation: Making Australian Cultvral Policy), 

Mitchell Holmes, QTC, Queensland 

" ... Few councils [Local] ever consider the possibility of nurturing cultural 
practice in local areas for social, cultural and economic gain. Cultural 
planning is a recent initiative which aims to prompt councils into taking 
a more integrated and programmed approach to cultural provision as 
a strategy for achieving such ends." (Stevenson 122). 

Given this barrier, a new model of working in partnershfp with regional 

communities would have to be developed. The proposed model that 

Michael Gow and Sue Hunt had already begun discussing was such 

a model. 

Historically, in terms of a State theatre company, the main 

pofnt of access to Isolated regional communities has been through 

touring productions to larger regional centres, with the expectation 

that people from the isolated areas will travel up three or four hours 

to see the toured show. This model over the course of the last 

decade has started to decay and fail (as witnessed by Queensland 

Theatre Company's production of Mrs Warren's Profession). By 2001, 

Queensland Theatre Company had experienced significant falls in 

regional attendances to touring productions and generally experienced 

a lack of excitement about the touring product. In an effort to redefine 

their relationship with regional Queensland, Queensland Theatre 

Company decided to adopt a model of working that valued regional 

Queensland and attempted to build skills within the local communities. 

As Gutteridge explains: 

'The solution that Michael and Sue came up with was to approach a 
number of key regional performing arls organisations and ask them 
how they though/ that Queensland Theatre Company could cooperate 
With them and their audiences." (Gutteridge 65). 

This new concept for a State theatre company was not without 

problems. As Stevenson explains, "The touring programs endorsed 

continue to be those taking art from the centre to the periphery, or 

perhaps from the periphery to the periphery, but almost never from 

the periphery to the centre." (Stevenson 118). What would this new 

model look like? In essence, the program that Queensland Theatre 

Company was suggesting was a new way of thinking about the 

regions. For the first time in Queensland, the State theatre company 

was interested in the art that the periphery was creating, or could 

potentially create. Gutteridge summed up this philosophical shift by 

saying that the Company was: 

" ... recognising in a practical way that Queensland is made up of 
a number of Vital and quite distinct regions where arlists and their 
audiences have been working for decades developing their own 
particular cultures: (Gutteridge 65). 

Would this concept work? Interestingly, the Saatchi & Saatchi report 

found that there was a significant relationship between participating 

in the arts and appreciating the value of the arts. 
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The report claimed that: 

"People are more likely to place higher value on the arts if they are also 
involved in fhe atts, either directly themselves or through family and 
friends ... personal involvement is a key to helping overcome a lack of 
engagement and a sense of exclusion. People need to feel that they, 
or their children, have the option to be involved in the arts, even if they 
never choose to take up the option.' (Saa/chi & Saa/chi 21). 

Given that the identified solutfon to breaking down the cultural 

barriers in regional communities was likely to come through some 

sort of regional partnership that valued the experiences and attempted 

to develop the local arts community, Queensland Theatre Company 

began to formulate a program that could do Just that. 

But, what were the regions expecting out of this sari of 

program? In her presentation for the QADIE State Conference in 

2002, Dr Janet McDonald from the University of Southern Queensland 

hoted that; 

'As a regional audience member, I want to see new theatre that rises 
organically from regional issues and folklore. And I think that we, as 
regional theatre artists, teachers and participants, need lo ask more 
of the theatre products that are created locally, if we want to begin to 
define what regional theatre can be.·' (McDonald), 

In 2001, Queensland Theatre Company launched its Regional 

Regional Partnerships -Mitchell Holmes 

open market, affectlng the population numbers (a symptom pandemic 

to coal mining towns throughout regional Queensland). Moreover, the 

Dysart Online Community (a feature located on the Broadsound Shire 

Council website) fndicates another significant factor with regard to the 

population decrease: 

"Dysart has suffered a huge decline in population due to the employment 
practises of the mining company." (http://www.giveaussieago.com.aul 
cgi-binlviewpage!cgi). 

In an economic climate of retrenchments and downsizing, Dysart has 

also recently experienced an insurgence of transient contract workers 

who have no real loyalty or commitment lo the town. The subsequent 

effect of this change on the environment has worried many local 

residents. Add to this the geographic isolation of the town and Dysart 

becomes an ideal location for the State theatre company to target in 

an effort to assist the development of an artistic community. 

In an effort to address many of these issues, the project was divided 

into four stages: 

Stage One Dysart SHS Project; 

Stage Two Central Highlands and Coalfields Project; 

Stage Three Professional Development Opportunity for regional 

drama teachers; 
Partnersl)ips Program in an effort to strategically align with regional Stage Four Arts Expo (an evening performance showcasing 

the local talent of the students from Dysart SHS 

and surrounding towns), 

arts and training organisations across regional Queensland. As it 

stands today, the program develops fndividually tailored projects that 

are generated from within the community, using the wealth of talent 

!hat already exists. Local artists are up-skilled so they will be able 

to grow within their communities and help develop others. Over the 

course of the last two years, Queensland Theatre Company has forged 

successful partnerships with artists, performing arts organisations, 

education training institutions and students ln Cairns, Toowoomba, 

Townsville, Mackay, Gladstone, Bundaberg, Mount Isa. Sunshine 

Coast and the Central Hi_ghlands and Coalfields. 

In October 2002, Mitchell Holmes, Education liaison Officer 

with Queensland Theatre Company, and James Kable, Brisbane actor 

and director, conducted a Regional Partnership project in the township 

of Dysart. Dysart, a small mining town located in the Central Highlands 

on the coalfields just outside of Emerald, was chosen specifically 

because of its isolation and remoteness in central Queensland. The 

town hosts both a Primary and Secondary school, with Drama being 

offered to students from Years 9 to 12. The partnership with Dysart also 

included participation from the following schools and organisations: 

Dysart State High School (SHS), Emerald SHS, Capella SHS, Clermont 

SHS, Blackwater SHS, BMA (BHP Billiton Mitsubishi Alliance), PCAP 

(Priority Country Area Program) and QUT (Queensland University of 
Technology). 

The township of Dysart was first formed 28 years ago when 

an American Coal Mining company, Utah Development Company, 

opened the first coal mine in the area. In its early days, Dysart 

enjoyed a fairly healthy, growing community, but in more recent times 

the township has suffered with an economic slump in coal prices on the 
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Through discussions with many teachers and community 

members in Dysart, and surroundfng towns, in the developing of 

the project, Queenstand Theatre Company were able to determine 

a number of outcomes for the project to achieve. The primary outcomes 

were: 
A) to promote the value of the arts in the region; 
B) To develop a relationship with the community of the Emerald 

dfstrict; 
C) To creatively develop new artists in the region; 
D) To value add to the school curriculum of the local schools and 

encourage the teaching and learning through drama programs. 

Stage One 

In initial planning discussions for the project, Dysart SHS identified a 

need for support in their. drama program within the school. Through 

previous years, Dysart SHS's drama program had suffered dwindling 

numbers and a lack of stability in the teacher population of the subject 

area. In consultatlon with the school's current drama teacher, Billie 

Hitchenor, and event organiser, Sally Munns, a component of the project 

was developed to provide in-class support for the drama program 

which aimed at developing curriculum relevant work to be performed 

at the Arts Expo at the end of the project. The in-class support also 

gave a drama teacher the opportunity to work alongside and network 

with other drama teachers, something uncommon in remote regional 

schools where most drama teachers work in isolation. The focus of 

the in-class support investigated the use of text in performance with 

a specific focus on subtext and Intention. The result of this in-class 



Regional Partnerships -Mitchell Holmes 

support was the basis of workshops that James Kable and Mitchell 

Holmes conducted with the students on the weekend of 19 and 20 

October 2002. 

The weekend workshops with the students utilised a number 

of scenes from various plays that dealt with the theme of "Growing up 

in the 21st Century" (this topic was chosen under consultation With 

Bille Hitchenor from Dysart SHS). The scenes were given to students 

at the start of the week, and also formed the basis of the models used 

to explore the focus of the in-class workshops. As the school had 

identified a number of social issues that were affecting the town (ie. 

vandalism, teen pregnancy, alcoholism, drugs and teenage angst), the 

scenes were chosen to address these issues within the community. 

The plays and scenes that were used were: 
• "Away" (Michael Gow): Torn and Meg after the play. 
• "Summer of the Aliens" (Louis Nowra): Dulce and Lewis at the 

RSL. 
• u Juice" (Stephen Davis): Donna's date-rape story to Melissa-Anne 

in the car. 
• "Lockie Leonard: Scum Buster" (Gary Fry): Lockie must choose 

between his friends Egg and Dot. 

The scenes were also chosen for their depth, artistic content and 

appropriateness of the ages of the students who would perform the 

pieces. The students and the drama teacher all warmed to the texts 

and on reflective discussion with the students, all participants felt that 

the texts were extremely relevant to their own community (one student 

citing a break-in at the high school where the administration block had 

been fiooded over a weekend). Overall, the students approached 

the workshops with maturity and enthusiasm, with all the students 

commenting on how much they felt they learnt by the final day of the 

workshops. 

Stage Two 

Stage Two of the project incorporated a community based approach 

and included students from the Central Highlands and Coalfields, 

Dysart drama workshop 

specifically Dysart, Clermont, Capella, Blackwater and Emerald. 

The community student workshops were also run by Queensland 

Theatre Company's Education Liaison Officer, Mitchell Holmes, and 

Queensland Actor/Director James Kable. With over 35 students from 

the district participating, the main focus of the workshops was to: 
Develop the creative potential of the students; 
Promote the value of the arts in the students' local community; 
Increase student awareness of their own artistic process; 
Build functional acting skills with studentsi 
Foster a positive learning environment where students value their 
own achievements through the outcomes of the project; 
Develop an appreciation of the arts, and the arts in education, in 
the local and wider community. 

The workshops themselves looked at developing student understanding 

of the process of making drama. Specifically, students were given a 

developed methodology on how to approach working in drama. This 

methodology built on the principle that all drama and theatre activities 

are derived from a group activity (whether the group is actor to actor 

or actor to audience}. Students were asked to consider all offers 

made to the group with equal merit and develop a working relationship 

accordingly. From this working methodology, students were then 

exposed to a simple system of exploring the goals, obstacles, tactics 

and expectations (GOTE) of a character, and how the GOTE of a 

character informs an actor in performance. 

Through the course of the three day community workshop, 

the students developed their own scripts through story telling and 

the utilisation of minimalist theatre techniques. In the development 

stage of the script building phase, the students sat and told each other 

stories from their own life experiences living in the Central Highlands 

and Coalfields. The stories were varied and wide ranging in terms 

of experiences and emotional depth with an unexpected amount 

of honesty from each of the participating students. Each of the 

student's stories were then amalgamated Into a larger generic story 

that attempted to capture the essence of the students' experiences. 

As the student groups were fairly sizeable (17 students 

in each}, two performance dramas were created that 

were approximately eight minutes in duration. The 

final performances from both of the groups explored 

issues of friendship, betrayal, loyalty and dealing with 

peer pressure. 

At the final debrief session every student indicated 

their appreciation for the opportunity to participate in 

Queensland Theatre Company's Regional Partnership 

Project. Some discussion was raised about increasing 

the profile of the arts in the region and most students 

felt that it was hard to stimulate community interest 

but that these sorts of projects were a solid basis. 
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The Real Life Classroom 

Tracey O'Connor and Pat Donnelly, Queensland 

T
racey O'Connor and Pat Donnelly are both teachers from 

Mackay. During 2002 they were involved in the "Networking 

to Learn II" project, Tracey as a classroom teacher and Pat as 

project coordinator. The project was administered through the Mackay 

and District Education Centre and funded by the Commonwealth 

Department of Education, Science and Training. 

Tracey's case story provides an intimate look at an innovative classroom 

where drama, real life experiences, and productive pedagogies merge 

seamlessly to reveal a vibrant learning environment. It is a tribute to 

both the art and skill of the classroom teacher. 

In the article that follows Tracey is responsible for the case 

story while Pat worked on the margin summaries. 

One of the aims of the project was to link theory to practice. 

Concepts 

OBE 

Culminating Activity 

Purposeful 

Networking 

Relating new to known 

Going beyond the classroom 

Parent participation 

Integrating the Arts 

Authentic texts 

Case Story 

When working on our last Outcome-Based unit I was not happy with the culminating activity we had 

previously used (e.g. diorama etc) as I felt it lacked purpose for the children. I wanted something that 

was real/ life-like for the children. I then remembered Josie talking about a culminating activity she had 

done at West involving serving food. I visited Josie and was so inspired by her Newspaper unit, I thought, 

"How could we do such a thing related to systems?" "Ah! A restaurant! 

I then approached the idea with the children asking, 'Why would a restaurant be a model of a system?" 

Hopefully, we all knew that a system consisted of a number of connected parts. The children decided 

that the connected parts were the kitchen, dining room, wait people, drink waiters, maitre-de, and finally 

customers to name a few. For a restaurant to work effectively all of these people/parts need to interact. 

"But why would we have a restaurant? There would be no purpose to our restaurant unless we had 

customers. Who could we invite?" 

So we decided we would invite our parents not only to come and dine in our restaurant, but to be entertained 

by our "Theatre Restaurant" and THERE'S MORE (like the steak knives) we would allow them to view 

our term's art. The theatre was to consist of poems we had been learning and the music from the school 

music program 

We then brainstormed what we would need to do or know to run a restaurant. We listed: 

• Invitations 

• Table reservation books 

• Ordering booklets 

• Menus 

• Food - what would/could we cook? 

• Decorations for restaurant 

• Dialogue/language for maitre-de 

• Language for wait people 

How/where will the kitchen operate 
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Concepts 

Community partnerships 

The Real Life Classroom - Tracey O'Conner and Pal Donnelly 

Case Story 

At this stage we felt we lacked restaurant expertise, so called on one of our mothers who is a waitperson in 

a restaurant and a fellow teacher who had run a motel/cooked in and run a restaurant to come and model 

Transactional the correct procedures we needed. The mother, Helen, came in and modelled the procedure and language 

Genre etiquette of the maitre-de and wait people. We wrote this language on the chart The children loved this as 

Helen brought in all crockery, cutlery, menus, tablecloths and wine bottles. Helen made this real by ialking 

Going beyond the classroom about lots of situations that might happen to us and what we can do. 

Networks 

Play 

1 Ownership 

Independent 

Purposeful Practice 

We then had a teacher, Mary-Rose talk about how the kitchen works and how this connects with the restaurant. 

The children then set up a table in the classroom and used any spare time they had to play restaurants. It , 

was at this stage that it dawned on me what valuable real-life dialogue was happening in our 'restaurant'. 

The children felt there was a need to become proficient in serving because they could see that they would 

have to do this on their own, Also, as they wanted to impress their parents, they practised this to death. 

They changed their roles constantly. 

Group processes 

Abbreviations learnt in 

context 

We then proceeded with invltations, d1scussing together When, Where, What, Why; menus (We voted on 

what we would prepare), order books, abbreviations for orders, prepared all food and drinks, practised 

poems, songs and magic tricks, table cloths, table numbers and displayed our art. Mary-Rose had warned 

the children of how temperamental chefs can be and thus how very important it is that orders are written 

accurately. 

Student excitement 

Relevant 

Teacher excitement 

The day finally arrived. The room was set up beautifully. The children were jumping out of their skins wlth 

excitement. When the time came every child went automatically into thelr role. The maitre-<le (who didn't 

come dressed in black and white but wasn't too proud to be dressed in one of my daughter's White shirts 

with girlie stripes turned inside out and a fluro green bowler hat} confidently met all adults at the door and 

assigned them a table, waitperson and drink waiter. 

Learned interdependence 

At this stage my butterflies were fluttering big time and I looked around to see where I was needed and for 

any thing I hadn't thought of and I suddenly realized I was no longer needed as the restaurant belonged to 

the children. I saw children (and parent's eyes) glimmering with pride. I heard Corey yelling in the kitchen "2 

cinnamon toasts corning right up!" Children moved to the tables, quietly took orders and moved responsibly 

around the restaurant. Every child knew their role. There was a Year 7 child acting as the roving photographer 

and a Year 7 boy running the "Bar." 

Confidence and Competence When the guests had finished eating the children moved onto the entertainment where the children introduced 

each item and delivered it perfectly. 

Success is remembered and 
becomes a refe(ence P,Oint for At the end of the session the children then sat at the tables and we, the teachers, served them the left-over 

future success food. Parents were amazed at what the children had done. We stm have the children and parents talking 

about what a fun time we had. 

Biographies • Tracey O'Conner & Pat Donnelly 

Tracey O'Connor has over ten years experience as a primary scnoo~ teacher and is currently teaching year 3 at Fitzgerald Slate School in Mackay. 

She is a keen student of literacy and an advocate for "whatever wor1<s'. By doing more of what works with her students Tracey allows her teaclling to 
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--~===e:Group-DevJsed, ls!lues Based Drama 
"l!he 'Back From Nowhere' Project 

Dr Bridget Mary Aitchison, Wesley Institute for Ministry & the Arts, NSW 

B
ack From Nowhere was a group-devised, issues-based play 

about the effects of youth su1cide and was first performed ~s 

a touring productfon to high schools, churches and community 

centres in the Sydney Metropolitan area. The tour targeted those 

audiences most closely connected to the issue (ie adolescent youths 

and families/friends of young people who have attempted or completed 

suicide). Following this tour, it was performed at The Sydney Opera 

House to trial its effectiveness as main-stream, conventional theatre 

which is transformational for a general public audience. 

The value of this project is that it defines a process of play 

creation that can be used to address any issue, with any group, to 
create plays that provide a valuable educational experience for both 

the cast and audiences. We found that the types of transformations we 

were seeking came about through both the process and the production 

itself. The value of this process lies in its abllity to provide an educative 

experience on so many different levels: the process develops the drama 

skills of those involved, it educates the cast which creates change on 
an individual level, and it is transformational for society through its 

education of audiences. 
What follows is a step-by-step recounting of a process useful 

for creating this type of drama with specific examples drawn from the 

Back From Nowhere project. 

Step 1 - Defining the Outcomes & Issues 

The first step in the process of developing Back From Nowhere was to 

define the broad issues to be explored by the production (youth suicide) 

and to define the desired transformational outcomes • education, 

prevention and healing. 
By clearly defining, as a first step, the objectives for the 

project, the cast were given strong guidelines by which to define the 

Issues to be ·explored as the objectives will necessitate certain specific 

concerns to be addressed (ie family relationships, the grief-anger

blame cycle, trigger factors, warning signs, and where to get help). 

Through the research and workshop phases, these were further refined 
until specific characters and types of scenes emerge, however this 

refining process becomes an organic development which is guided 

by the overriding question of "What do we want to achieve and how 

can our objectives be best served?" 
Setting the desired outcomes and defining the broad issues 

to be covered, and noting any limttations over which the company 

has no control (such as Department of Education guidelines), allowed 

for the development of an initial structure which helped facilitate the 

workshop process. giving it a framework upon which to build rather 

than a chaotic collection that might have been difficult to pull together 

into a coherent production. 

Step 2 - Research Phase 

The next stage in the process involved research-the collection, collation 
and organisation of all the material that ultimately formed the basis for 

the script. Data was collected from many sources - personal stories 

(either those of cast members, family and friends of cast members, 

or those of strangers sent to us anonymously when newspapers 

carried our request for these stories), newspapers, magazines, 

journals, books, television, movies, other plays, interviews. personal 

exploration and evaluation. The director as. facilitator. gave the cast 

guidance as to what sources of data were appropriate to the project 
and was also responsible for collating all the data gathered by the 

cast and categorising it into useful, and usable, groupings which were 

determined by the shape and direction the director wished the projeclto 

take. Groupings were based on characters, issues, plotlines, or even 

chronological or geographical data. Once the material was organised, 

the company sifted through the research material and extracted from 

it that which they felt would contribute to the final product. 
The research phase for this project also included cast 

members sharing their own stories of their experiences with suicide 

(as some cast members had known people who have either attempted 

or completed suicide) and other cast members, who had no personal 

involvement with suicide, also shared their perceptions of the issues 
which was valuable for us to gage a 'general public' overview of those 

ideas. This contrast was an important discovery as it showed by 

contrast what we needed to highlight most to achieve the educative 

objective. One important proviso we put on the material was that 

anyone sharing a personal viewpoint could not then perform that 

material. If the cast felt the issue was important enough for inclusion 
in the improvisation stage, then another actor would have to undertake 

its portrayal, which acted as an important psychological safeguard as 

most of the material, and the subject matter itself, is difficult enough on 

its own to deal with without the complication of re-living, or re-enacting 

a real-life experience that could perhaps have ramifications for the 

actor. 
Further research included meetings with people who had been 

exposed to various facets of suicide lncluding a person who had 

attempted suicide several times, a police officer who had worked for 

many years as an expert negotiator in ·self-hostage situations' (the 

term used by the police force to describe someone who attempts 
suicide) and Randall Pieterse, the national director of LifeForce, a 

sulcide prevention oranisation. These very different and significantly 

contrasting viewpoints were a dch source of material for the cast. 

Many ideas came out of the research phase - what sort 

of characters did we need to tell this story, what did we want to say, 

what issues were the most important and so on. We also continued 
to 'brainstorm' ideas through the research phase. Ideas were all put 
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on, large poster boards or A3 sheets on the walls and when certain 

characters and issues interconnected strongly, lines were drawn 

between them. This became a key visual aid to the research phase 

as these connections and similarities provided us with starting points 

for the shaping of the material into scenes by providing us with links 
as to which characters were best suited to portraying which issues; 

which characters interacted best; where the tensions were, It became 

apparent which types of characters were needed and how they related 

to each other - ie a group of school students, peers of Simon (the 

fictional victim), were needed. These were further divided into those 
Who befriended him and those who bullied him. The family members 

emerged - single mother, brother, sister, with the sister being part of 

the school crowd who bullied Simon which provides tension/conflict 
on several levels - her feelings of guilt for being part of what drove 

him over the edge, the other kids' reactions to her, and the family's 

reaction to her. Other characters, (the strangers, the peop·le in the 

community such as the police officer, gym teacher, and journalist) who 

seem at first glance to be unconnected to Simon but are profoundly 

affected by his death, are developed. The interconnectfons between 

characters. the tangling of the lives of seeming strangers which have 

so much unknown effect on each other, provide the dramatic tensions 

necessary to any good script. 

As characters are idenitifed, they are connected to issues 
that are best suited to explore (ie Simon's friends - why didn't I 

notice anything was wrong?) The visual links on the posters allow 

the company to organise scene ideas and characters fn a logical way 
which helps enormously in the workshop phase in that improvisations 

will have clear starting points-characters A and B will Improvise around 
Issue 3. 

Step 3 - Shaping the Framework 

As the research phase concluded, a clear idea as to character types and 

possible scenes emerged and were posted on the wall of the rehearsal 

room with possible links already made, giving the group enough 
material to make decisions regarding the framework which include 

genre and style, approximate or ideal length, key issues, plot lines, 

through lines, characters, etc. The idea of this stage of the process Is 

to develop a structure upon which to guide the improvisational work 

as a strong, well-organised structure will facilitate the improvisational 
process and bring order into what could be a chaotic process. Of 

course, once the improvisational work commences, this framework may 

need to be altered to serve the drama. A certain flexibility, or fluidity, 

is needed as the company may find that decisions made at this stage 

are no longer be valid in the context of the work created later. 

Many of the mis-en-scene decisions were made here as 
well, with the proviso that these decisions could change depending on 

the needs of the script that emerged from the workshop process, For 

example, the set design that emerged met the dictates of the brief and 

served the needs of the play. The concept provided one performance 

space or was able to be localised (by lightfng) into smaller areas - ie 

platforms that could be Simon's bedroom could also be the bleachers in 
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the school gym, one floor square was either part of a roadway or could 

become, with the addition of two chairs, the family's living room. The 
archway became the door to the house or a screen beyond which lies 

the other world of Simon's existence before and after his death. The 

floor squares were an artistic representation of the roads or Journeys 
people were on, laid out in intersecting paths. with contrasts of light 

and dark designs on each with those squares closeset to the 'grave' 

being predominantly darker than those further away - showing the 

gractiation of depression which deepens as the suicidal person draws 

closer to death. All of these elements. in their multiple uses. were 

symbolic of the various concepts/issues of the play. 

Step 4 - Improvisational: Workshopping 

Once the characters. issues, shape, framework, and style have all 

been determined, the process advances to the tmprovisatlonal stage 

from where the script will eventually emerge. It is here. more than 

anywhere else, that the role of the director is as a facilitator - to 
allow the actors a dramatic exploration, while making decisions as to 

where and when to bend or change that framework, and guiding the 

improvisations lo further explore what does work and discard what 

does not work. This is a process of progressive modification wherein 

something that may not have worked al one point may turn out to be 

perfect in a different context further along in the process. The director 

allowed the actors latitude but also kept an organisational and guiding 

hand on the proceeds as the facilitator's objectivity allowed her to 

oversee the bigger picture as it came together - a viewpoint most in 

the company did not have. 

During the improvisational work, documentation of the work 
- either by appointing a scribe lo write down what is happening in the 

workshop, or by videotaping and transcribing the session - became 

a vital and necessary function as having a written record facilitated 

both the scripting and editing processes. An improvisation that was 

discarded at one point might in fact turn out to be useful, therefore 

having a record allowed it to be incorporated at a later stage. 

Alternatively, when an improvisation worked particularly well, it was 
sometimes impossible to get the exact tone, tension, and form in a 

further enactment so having a record allowed it be transferred straight 

to the script-in-progress, without losing any of these elements. 

At the beginning of the improvisation phase, several key 

areas of significant drama, tension, or interest were highlighted by 

the research that gave the company raw material with which to begin. 
The Back From Nowhere company identified several areas that they 

wished to work with - the suicidal mind (why a person feels there 

is no other answer and the fact that it is not about dying but about 

stopping emotional pain); trigger factors for suicide (bullying, emotional 
overload, feelfngs of hopelessness and helplessness); the grief process 

for those left behind, especially the grief-anger-blame-guilt cycle; a 
clear explanation of what the warning signs are; and information on 

what to do if you suspect someone is suicidal. The cast explored what 

sort of characters they would like to play that would address those 

issues. (Here, having the links drawn on the posters between issues 
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and characters was a valuable tool.) Each chose a character from the 

list compiled during the research phase. 

The improvisations began with each cast member creating a 

short (two to five minute) monologue for the character they wanted to 

play which would explore the issues relevant to their character. From 

these monologues, relationships and groupings were identified (such 
as 'the family' or 'the cool crowd' or 'the friends'), similarities in themes 

emerged (eg bullying and the grief cycle) and links between people 

and issues were recognized. From these monologues, improvisations 

between two or more characters were carried out which developed 

into scenes, highlighting and making connections between characters, 

groupings and issues. The posters showing themes, issues and ideas 

were constantly consulted for starting offers for the improvisations. For 
example, the family group - mother, brother and sister-felt that their 

characters were the most suitable to explore issues of the grief cycle. 

This led to improvisations based on those issues which eventually 
developed into the family confrontation and reconciliation scenes. 

Through this initial work, certain cast members decided to change 

their characters - the school cafeteria owner became the trusted gym 

teacher, the school counsellor became the police person who had to 

break the news to the family. These choices came from explorations of 

the issues, with the objectives always in mind, which led cast members, 

facilitated by the director, to realise that certain characters where more 
suited lo certain concerns than others. 

The workshop process continued for approximately slx weeks 
(6 hours per week), which comprised a significant portion of the total 

rehearsal time allotted. As scenes were transcripted (mostly utilising the 

video tape method of recording mentioned earlier), they were placed in 

an approximate order in the script-in-progress as well as placed in order 
on the posters on the wall. Near the middle of the process the posters 

were rearranged to reflect a logical running order and identified where 
further work still needed to be done. Then the company discussed ways 

of fulfilling these needs and further workshopped scenes that could 

satisfy the requirements with the result being the eventual creation of 

a draft script. 

Step 5 - Scripting the Material 

At the conclusion of the improvisational phase, a draft script was 
ready. The cast and director assembled and read through this draft 

discussing where the problems were and how it flowed as a whole, 

with any problems addressed and the flow and order rearranged and 

positioned as needed. 

Once this occurred, the script was sent to a dratnatorg, for 

professional assessment. This independent assessment was vital at 

this stage to identify problems that the company was too close to the 
material to notice. The dramaturg looked for a finished product that had 

all the key elements from the early discussions - that the objectives 

were likely to be met, that the Important issues were addressed, that the 
style/genre/form was cohesive and appropriate, and that the characters 

were sustainable and believeable and above all, that the script served 

the needs of drama - that it was entertaining, fulfilled the needs of an 

audience ,and was basically 'good' theatre (by which we mean it is of 

a high standard and degree of professionalism). 

The director looked over the dramaturg's suggestions and 

amalgamated them with her own view of the overall objectives and 

'look' of the play. These changes tightened and enhanced the play 

into a workable, achieveable, and entertaining piece of theatre. 

After the dramaturg's suggestions were incorporated, the cast 

was presented with a final draft of the script which they read through, 
more minor changes were made according to any valid suggestions that 

were presented and the process continued into the rehearsal phase. 

Step 6 - Rehearsal 

Once the final script was presented to the company, the process 

continued with a rehearsal phase akin to that involved in rehearsing 

a conventional play. The company approached these rehearsals as 

for any other scripted performance with blocking and characterisation 
being refined. Much of the rough blocking was accomplished during the 

improvisational work so this part of the process was about sharpening 

this work with the director looking for ways to bring out the dramatic 

tensions and improve the actors' performances and overall theatricality. 

Minor adjustments occured, but the company avoided making any 

major changes to the script at this stage. At the end of this phase, the 

production is ready for performance. 

Conclusion 

Back From Nowhere was performed firstly for schools, churches 

and community centres in a touring production which sought to act 
as 'community theatre' in that it targeted audiences who were in 'at

risk' populations for the issue being portrayed. After the tour, it was 

performed for a short season at The Studio at the Sydney Opera House 

for general public audiences. The results from both the tour and the 

Opera House performances suggest that Back From Nowhere achieved 

its transformational outcomes both as community and main-stream 
theatre, showing that this type of production achieved its objectives 

in three levels: for the cast directly involved in its creation; for the 'at

risk' target audiences, and for the general public. The group-devised, 

issues-based process proved to be of as much value educationally in 

its development as well as in its product. 

Biography • Dr Bridget Mary Aitchison ~ 
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Y.wo Process Dramas 
Tracey Egan, Queensland 

CULTURE AND IDENTITY 

Reconciliation 

For the purposes of this unit. the following definition of reconciliation 

has been developed. It is this understanding of reconciliation that 

forms the underpinning of this work. 

Reconcil1at1on is for me, a continuing process of examining 

one's own culture, identity and society to determine how that society 

has shaped and continues to shape that identity and culture. It is a 

process whereby the analyst looks at his or her own cultural identity 

and the factors which have informed and in~uenced that identity. The 

analyst asks questions of that society and the development of that 

identity; questions which are designed to challenge the concepts of 

what is considered 'normal' within that society and how this 'normality' 

has been constructed. The analyst then asks which of these same 

constructs of society have led to the prejudicial treatment of one cultural 

group over another. The analyst recognises the positioning of some 

cultural groups as priYileged over others and seeks to analyse and 

challenge the structures of society which have made thern so. The 

analyst does not seek to sympathise nor to pity those groups who 

have been subject to prejudicial treatment, but rather to continue to 

analyse their own attitudes and actions and to cont1nually question the 

constructed society. In this sense, reconciliation can be an innately 

personal process, and a never ending one. It is a process which 

seeks to change thoughts and beliefs from within the person and 

steers away from token acts of appeasement which do not arise from 

any accompanying self evaluation or acknowledgement of the depth 

or root of the prejudice. A nation of individuals who engage in this 

kind of assessment of self and society is one of many pathways to a 

reconciled past and a self determined future. 

Rationale 

This unit is designed to address the issue of reconciliation in Australia 

and what that means to the individual student. It is anticipated that 

this work will be useful in any school, regardless of the ethnic make 

up of the student body. Through this unit of work, students will have 

the opportunity to examine their own cultural identity, how it has been 

formed and how it impacts on their attitudes in the present. Through 

this new self knowledge, students will appreciate how their identity has 

developed and that they live in a constructed society which should be 

open to challenge. It is hoped that students will gain an insight into 

the sociology of their world and learn to always question 'the way 

things are'. 

Global Aims 

Through this unit, students should: 
• Engage in aesthetic learning experiences 
• Become critically and actively aware of themselves, Australia and 

the world they live in 
• Develop the ability to use the languages and symbol systems of 

drama to make and communicate meaning, symbolically represent 
the world they live in and deepen their understanding of symbolic 
representations 

• Value the range of social and cultural contexts in which drama is 
made in Australra 

• Appreciate Australia's Indigenous and multicultural drama 
heritages 

• Develop functional, critical and cultural literacies through drama 
• Build self-discipline, confidence and communication skills and, in 

so doing, be assisted lo achieve their unique potential 
• Develop skills and understanding that are transferable to a variety 

of artistic, social and work-related contexts 
• Be encouraged to use a range of technologies to support 

learning 

(Queensland BSSSS 2001, p3) 

Length: 10 weeks 

Target group: This unit is aimed at a year 12 group, possibly as a 

term three extension study. 

Core Components: 

Elements: 
- symbol, language, dramatic tension, mood and movement. 
Conventions: 
- teacher in role 
- creating roles from given information 

dramatic action 
- building belief 
- reflection 
- improvisation 

Fields of Study: Student devised, Australian drama. 

Extension Study Justification: This unit satisfies the requirements for 

an extended study. It is flexible and could incorporate; the opportunity 

for students to work with an artist in residence, devising a project 

focused on a dramatic form not yet fully explored, the introduction of 

new theatre forms (physical theatre, clowning, multimedia, community 

theatre and/or dramaturgy) and the opportunity to create a public 

performance for a targeted audience. 

Aims: This unit was created as a reconciliation project for a QUT 

-~-ADEM~oo3~-~-29 



unit, Indigenous Issues in Educatim The aim of this unit is to give 

students an opportunity to 'change the gaze'. That Is, to not look at 

cultural issues from the outside as a sympathetic observer, rnaking 

value judgments and emotive responses, but to turn the ·gaze' on 

themselves, examining their own personal identity and growth. This 

unit aims to highlight the invisibility of 'white culture' in Australia and 

how the 'history of Australia ... 1s a social construction [of a] white 

man:s history" (Readman, 2002). It is hoped that students will have 

the opportunity to look at their own place in the world and how their 

identity has been formed. 

Frame by Frame Lessons Overview: 

Time frames are approximate 

frame one (2x80 minute lessons) 

Students bring in a childhood photograph of themselves. In small 

groups (about 4), the students tell stories of their childhood to each 

other. The groups choose one of the stories to improvise and present 

to the rest of the class. Photos are put up on the walls around the 

room. 

Students think about and write their answer to the question 'What is 

your identity?' Class has a brainstorming session on the concept of 

'identity'. Using either the childhood stories or the identity discussion 

as a springboard, students do a visual response on the walls of the 

room (which are covered in blank paper) depicting their own identity 

or struggles with the concept. 

Frame two (3x 80 minute lessons) 

In a different room to the working room. the class does the Rescue the 

Children process drama (see Appendix 1 ). The teacher ensures there 

is at least 10 minutes of debriefing time at the end of each lesson, 

Frame three (1x80 minute lesson) 

As the class returns to the working room to debrief the process drama, 

the room Is set up for a discussion based on the Stolen Generatfon. 

There are excerpts from the West Australian Aborigines Act of 1905 

available and some excerpts from evidence given at the Bringing Them 

Home Inquiry. Music is play1ng, possibly Archie Roach's They Took 

the Children Away. Class and teacher spend time talking about the 

stimulus, looking at the questions of identity and how the identities of 

the characters in the process drama were affected by the situations. 

How would the identities of the children be affected? What about the 

children who weren't taken away? 

Frame four (1x40 minute lesson) 

Students do another visua'I response on the wall paper. next to their first 

one. This time they are responding to the issue of the identity within 

the context of the process drama. Questions to consider: 
1. What elements are important to the identity of your character? 
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2. Did your character's identity change after the Social Worker came 
on the scene? If so how? 

3. What did you think of yourself and others in the drama? 
4. How will your character be affected by this situation in their future 

years? What will your character be like in 10 years time? 

Frame five (2x80 minute lessor,) 

Students create freeze frames and improvisations depicting what they 

see as 'Australian Culture'. Students take part in a forum discussion 

on what culture is. Specifically, students try to define what they see 

as thelr own culture. Guests may be invited to the forum from different 

cultural identities. Students respond to the question: What is 'normal' 

and who says? 

Frame six (1>C80 minute lessons) 

Task 11s introduced. Class is given Box the Pony to read by the next 

lesson. Teacher runs a Task Briefing lesson. 

Forming Task 1: 

Thfs task ls a practical fonning devising piece. Individually, the students 

create a dramatic performance in response to the work on identity and 

culture and to the question on reconciliation. The dramatic styles will 

be eclectic, desfgned and chosen by the students. The performance 

pieces are to be formed around the concept of ''What is 'normal' and 

who says?" The pieces are to be 4-6 minutes in length per student. 

The stimulus material will be Leah Purcell's Box the Pony. Students 

will use this play as a model for devising their own one person short 

pfays. The assessment will focus on how the students have managed 

the dramatic elements of language, mood, symbol, movement and 

dramatic tension. 

Frame seven (weeks 6-7) 

Students prepare for their individual practical forming tasks. After 

reading Box the Pony possible class tasks may be: 
• Discuss what events in Leah's life have shaped her identrty? Find 

a scene that shows this. What are the significant events in your 
own life which have helped shape your identity? Devise a short 
improvisation to depict this event. 

• List the themes of the play and discuss how each theme is explored 
and resolved in the play. Some themes to discuss are survival, 
endurance and self-determination (Rankin and Purcell 1999, p. 
3). 

• What are some of the techniques used in the structure of the 
play? (e.g. fantasy, first person, second person, other people's 
lives, Leah's own life). What effect did these techniques have? 
(Rankin and Purcell 1999, p. 5). Using the reader's notes from the 
student's edition of Box the Pony, discuss and explore the writing 
styles used in the play. Look for examples of Humour, Storytelling, 
Yarns and Life Writing. Choose a story from your own life and tell 
it in two different ways using some of the techniques used in Box 
the Pony. 

• Look at the different characters in the play. How did Leah create 
them? Are there any you would like to have heard more about? 
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(Rankfn and Purcell 1999, p. 7) Create a short lmprovisation where 
you tell a story involvlng at least three people and you play all the 
characters. This lesson could come after some workshops on 
Clowning and Physical Theatre. 

• How did the use of songs help to tell the stories? What effect did 
the use of the song Run Daisy Run have in the telling of Daisy's 
forced removal? Why is it better not to tell such a story in first 
person? (Rankin and Purcell 1999, p. 9) Is there a song which 
has great significance in your life? 

• Discuss the use of props as symbols in this play. What other 
symbolic props could you use in this play? (Rankin and Purcell 
1999, p. 11) 

, The teacher may also choose to include clowning and Physical 
Theatre workshops to develop the skills needed for a one person 
show. 

Presenting Task 2: 

The class selects pieces from the individual work to rework and present 

as a group polished performance. The task will be highly student 

directed. The teacher will act as director and the class may choose 

to work in small groups, depending on numbers. Every student is 

required to perform from 3-5 minutes per student 

Frame eight (weeks 8-10) 

Students are in rehearsal for their final performances. Teacher and 

guest Input and ditection. 
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RESCUE THE CHILDREN 

Resources: 
- Coloured scarves, at least 5 or 6 each of any one colour. 
- Butchers paper, paint, crayons, sheets, boxes, chairs. 

NOTE: If possible, this process drama should be done in a different 

room than the working room. This is so the safety and sacredness 

of the working room is maintained and also so that the class has 

somewhere different (and safe) to go to debrief the drama. 

1. Students get into grollps of four to six, and spend time establishing 
a family. Make decisions about who ls Who, jobs, ages and 
extended family. They may choose to decide another group is 
related to them. Families choose scarves to identify themselves. 
Each family should wear the same colour scarf. 

2. Families find a space in the room and make it their own. They 
may put up chairs or boxes as their 'house·; decorate their areas, 
anything that makes it feel like 'their space'. 

3. Families begin to interact with the other families in the 
neighbourhood. They can have barbeques; the kids can make 
friends, go to school. work and sell Avon etc. They have a town 
meeting to decide the name of the town. 

4. Teacher in role enters scene as a social worker. The social worker 
goes around inspecting the houses and how the families are living. 
S/he makes some loud comments about the way some of the 
families are living, tal<,ing a divide and conquer approach. S/he 
tries to get some of the other families on side by expressing her 
distaste with how other famlHes live. The crtticisms should be 
arbitrary, such as the size of boxes used, the colour of the scarves 
worn, the location of the home etc. The social worker should be 
overly nice to some families and cruel to others. 

5. The social worker leaves, and the families deal with what has just 
happened. Out of role, the family groups create poster responses 
to the social worker's comments. The groups should look at the 
following questions: 

- How did the families feel about each other before the social worker 
came? 

- Did the families feel different about each other after the social 
worker left? 

- How did the different families feel? (Those who were put down 
and those who were supported) 

6. Back in role, the families start to interact wtlh each other again. 
7. The social worker comes back in again, this time with another 

person (another adult teacher, if possible). The both carry 
clipboards and make notes on the families they disapprove of. 
They make comments about the way the children are being brought 
up and that people shouldn't be allowed to bring up chil'dren in this 
way. They may bring lollies for the children. 

8. The social workers leave again, the families react again to what 
is happening. They call a neighbourhood meeting to discuss the 
intrusion of the social workers. 

9. In the middle of the meetfng. the socfal workers reappear and 
put posters around the neighbourhood. The posters are official 
declarations from the government. The posters state that the social 
workers will be returning to the town to take some of the children 
to new facilities and that parents are expected to comply. 

1 O. Families Cleal with the appearance of the posters. They may get 
together, make plans and decide what to do. 

11. (This last step may be left out if the teacher thinks it might be too 
much for the students to handle. Care should be taken that the 
drama is drawn to a close if the students get too emotional or 
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physical. The teacher should ensure there is sufficient time to 
debrief the class at the end of the drama.) 
The Social workers return, this time (if possible) with several other 
adults. They begin to gather up the children from the chosen 
families. They may use lollies as bribery. They should aim to get 
them out the door of the room where there is a truck waiting to 
take them away. No physical force should be used. 

12. The drama closes and the class is led into the working room to 
debrief. 

NB I would like to make it clear that I am making no personal judgment 

on Social Workers in this drama. My own mother is a social worker 

and is currently in child protection. She is, as are most Social Workers, 

a very compassionate person and is very respectful of the family unit 

and its sanctity. 

Culture and Identity -Tracey Egan 

Biography - Tracey Egan 
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2002. 



r-=---~~-~~Affirming Communi,ty Histpries 
Sandy Gallop Dances with the Moon 

Mary Ann Hunter and Sue Rider, Queensland 

This is a description of a nine-month collaborative performance 

project with school students, university students and community 

groups. The resultihg performance, Sandy Gallop Dances with 

the Moon, was presented in the grounds of the Ipswich Campus of 

the University of Queensland on September 14 and 15, 2001. Sue 

Rider, Artistic Director, devised the performance framework in 

collaboration with members of Cracka Theatre Troupe, an organisation 

of postgraduate drama students from the University of Queensland. 

The script was written and performed by students of Bremer High 

School, Redbank Plains High School, St. Mary's College, and members 

of S Troupe and the Leichhardt Community Centre. Mary Ann Hunter 

co-ordinated the project in conjunction with Cracka'sAmanda Lynch. 

Just as any community cultural development process is 

inclusive of multiple viewpoints and experiences, we have chosen 

to share our reflections in tandem, and we hope these might prove 

useful should you and your students contemplate a collaboration with 

the communities of which you are a part. 

Mary Ann 

Communities are amorphous, organic and diverse entities. As 

individuals, we participate in many communities simultaneously: 

communities of region, interest, experience, cultural background, 

_gender, ability, and so on. When communities and creativity meet 

- particularly through the medium of drama, the most collaborative of 

artforms - there can be limitless scope for greater understanding of 

each other, our histories <1nd the fluidity of our community 'boundaries'. 

Through community cultural development processes, powerful 

interchange between diverse groups of people can result, bringing a 

sense of immediacy and relevance to the collaborative art created. 

Sandy Gallop was the public performance outcome of a 

process of community cultural development with young people in 

Ipswich. The participants were responding creatively to the history 

of an Ipswich institution, the former Challinor Centre, now a campus 

of the University of Queensland. For many Ipswich children - myself 

included - Challinor had been thesubject of myth and legend. Yet, for 

thousands of people over the past century, the place was a home albeit 

an often abusive and lonely one. Some residents found themselves 

interned at Challinor because of 'mysterious' conditions such as 

epilepsy or depression. Other residents had intellectual and physical 

disabilities from birth while, at various times during its history, the 

Centre also housed returning soldiers and people convicted of serious 

crimes. Investigating the community perceptions of the Centre was an 

important part of the project; particularly given the site's most recent 

manifestation as a symbol for the future. 

The project aimed to be community-focused and educationally based. 

It was initiated by Cracka Theatre Troupe with financial support from 

the Arts F acuity of the University of Queensland and the Regional Arts 

Development Fund. The aims of the project were: 
• to affirm the lives and stories of those who have lived and/or worked 

at the site of the Ipswich campus of UQ, formerly the Challinor 
Centre; 

• to engage students and community members in a collaborative 
creative activity; 

• to attract and interest a wide-ranging audience; 
• to increase the profile of the UQ Ipswich campus as a creative 

centre in the community; and 
• to infuse the work with principles of community cultural 

development. 

Sue 

Sandy Gallop was the creative response of more than 80 young people 

to the history of this most significant site. With its varied h1story, tt was 

rich in stories and historical resonance, the very stuff of drama. My task, 

as Artistic Director, was to work with Cracka to bring people together 

from the Ipswich community to create a community performance. My 

objective was to achieve an outcome which balanced community needs 

and interests with artistic quality. My belief was that the energy of live 

performance, together with an imaginative approach to subject-matter, 

can give a freshness and a sense of wonder to historical material. 

Mary Ann 

'Why why why' is a mantra I have sometimes caught myself chanting 

In community-based projects: particularly when I've realised the first 

all-in rehearsal is father's day, when a mum comes to pick up her 

daughter who left an hour ago, and you find you're sharing your 'free' 

rehearsal space with a choral recital soiree. But the reasons 'why' 

are always far more compelling than these sorts of temporary hiccups. 

As co-ordinator, it was important for me to encourage the participants 

to articulate their motivations for doing the project - their reasons 

'why'. And, although the participants had many reasons (including 

the inevitable 'we are being marked on it'), the force of the historical 
material and the strength of feeling about the site being conveyed 

to us by those who worked or lived there became an integral part of 

developing our common purpose. Many of these stories had been 

suppressed or embellished from years of community fear, ignorance 

and institutional neglect. While the performance was not a narrative 

of these stories, their impact was evident in the poignant and strong 
pieces devised by participants. 
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My task, as coordinator of the project. was to work closely 

with Sue and Cracka co-ordinator, Amanda Lynch, to facilitate the 

community consultation process, develop 'the budget, arrange 

schedules with participating schools and groups, and advise the Cracka 

participants in matters of production and 'buddying' with their schools. 

As wiih co-ordinators of most projects of this magnitude, Amanda and 

I also turned our hands to all manner of tasks behind the scenes 1n the 
final weeks of production. 

Sue 

Discussion with Mary Ann established principles of community 

cultural development which would guide the process; in particular, 

the importance of consultati.on at every stage and respect for every 

participant. Once we had set a time-line for the project, my most 

immediate aim was to develop a creative framework that would guide 

the artistic process. Meeting with members of Cracka produced myriad 

ideas. In particular, the project was to be affirmative; a celebration; 

non-judgmental, collaborative, respectful; not a whitewash but also not 

sensationalist. Rather than tell the story of any partlcular1ndlvldual. we 

would reflect the combined experience of 111any people and events. We 

Hsted key verbs: 'accept', 'acknowledge', 'probe', 'celebrate', 'forgive', 

'heal'. If possible, the project should leave something beh1nd: perhaps 

a residue of skills and confidence, perhaps a new way of viewing old 

events. 

We began a study of reports, v[deos, stories and anecdotes. 

We listed themes, images, characters, styles. Eventually this ·initial 

research became the basis for participating groups to conduct thetr 

own lines of enquiry. 

We also looked to the inspiration of theatre companies like 

Britain's Welfare State, outlined in Engineers of the Imagination by 

Tony Coult and' Baz Kershaw (London: Methuen 1983). Founded 

in 1968, We)fare State International has inspired some of the most 

exciting theatre in BritaTl:l and beyond, working to create ways for whole 

ccmmunities to express their concerns and celebrate their humanity. 

Drawing on the traditions of popular theatre, such as Carnival, the 

Feast of Fools and the fairground, the success of Welfare State was 

to infuse communities with vitality and confidence, releasing the 

creative imagination to tackle issues of change, Old forms of ritual 

and celebration, though moving, are often conservative, even static, 

doing little to help people move forward. The work of Welfare State, 

rather than simply reproducing old rituals and forms of celebration, 

enabled participants to discover their own forms of expression, mixing 

styles and making new myths that would often last well beyond the 

completion of a performance. 

Mary Ann 

While Sue and the Cracka team were developing a creative 

framework, it was my task to create management and educational 

frameworks with similar aims. Clear communication was our priority, 

so cur approach was to appoint key roles such as Artistic Director, 
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Coordinator, Administrative Coordinator, and Production Manager 

alongside Buddies who would provide liaison and mentorship to each 

of the schools and community groups involved. The Buddies - all of 

whom were Cracka members taking part rn the devising of the creative 

framework - would be essential to the effective communication with 

and resourcing of the participating groups. 

The structure was designed for shared responsibility and 

creativity, And whtle there were still instances of miscommunication, 

the structure functioned well when bolstered by a healthy degree of 

good humour and respect for the multiple communities we were Working 

with. One challenge was to create the sense of a 'project' community. 

Our common research and creative goals were an excellent focus 

for this, although the contingencies of working within various school 

timetables and around community group commitments meant that !he 

participants came together as a large group only a few limes in the 

late rehearsals. 

Initial funding for the project was received from the University 

of Queensland Arts Faculty to engage Sue, while further financial 

support was received from the Ipswich Regional Arts Development 

Fund to employ lighting and sound technicians, The participating 

schools contributed costumes and props, while Cracka met the cost 

of new items. Most of the Cracka members and school students 

participated in the project as part of their drama studies, While other 

participants worked voluntarily. 

In the initial stage of .project development, meetings with 

a range of cultural and community organisations tn Ipswich were 

held. Purga Elders shared stories of the site's indigenous heritage 

and connections Were made with former staff and residents of the 

Challinor Centre. Due to the sensitive nature of the Centre's history, 

great care was taken when invfting people to speak with us. Many 

people wno had direct connections with Cnallinor were support[ve and 

generously shared their time and memories with us. A small number of 

people In the wider community also expressed their concern about the 

controversial subject matter and the potential dangers of stereotyping 

and further marginalising people with mental illness or intellectual 

disability. Every effort was made to address their concerns and we 

had extensive consultation with local community and government 

support groups and agencies. 

Sue 

Back to Welfare State. Study of that company revealed that their 

performance events were often directed towards enabling a community 

to come to terms with change, and commonly shared a core structure 

~ the archetypal cycle of Birth-Death-Rebirth. Our project. too, was 

concerned with change, It dominates the history of this site. Would the 

cycle of Birth-Death-Rebirth be useful? Such a structure is common in 

theatre through the ages. It has a comforting familiarity, touching us 

all as individuals as well as encompassing a grander universal scale. 

The cycle need not Imply balance or stasis. On the contrary, in the 

pattern of Birth,Death-Renewal, the movement of change never stops, 
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one thing is constantly taking over from another, and the method of 

take-over can bring its own form of conflict and drama. On the face 

of things, Birth-Death-Rebirth - or perhaps Birth-Death-Renewal 

- seemed a good way to go. 

Another archetypal structure used by Welfare State was The 

Quest the journey by a figure in search of an object that will solve all 

problems. We all know this structure. Invariably the object turns out 

not to be the full answer and the hero finds the solution lies in personal 

inner strength, revealed as a consequence of overcoming various 

obstacles on the journey. This is the structure of Lancelot and the Holy 

Grail, it's Everyman, it's The Blue Bird, it's The Lord of the Rings. It 

can be extremely simple and at the same time extremely complex. It 

has meaning and appeal for the very young as well as the very wise. 

A combination, then: Birth-Death-Renewal and the Quest. 

Mary Ann 

Also in the initial stage of the project, drama teachers in Ipswich and 

surrounding area schools were contacted and invited to meetings 

about the project where models for participation could be negotiated. 

Three schools came on board: the entire Year 12 drama class from 

St Mary's College participated as part of their Special Study unit with 

teacher Narelle Thompson; a group of Year 12 students from Bremer 

High School focused on playwriting in conjunction with their drama 

syllabus with teacher Shauna Bouell; and Year 9 and Year 11 students 

from the drama programs at Red bank Plains High School with teacher 

Janet Wyvlll were involved. The teachers coordinated their students' 

assessable work while Sue met with students once prior to the June/ 

July holidays and then regularly during Term 3 for work development 

and rehearsal towards the September performances. During this 

time, S Troupe, a theatre group for people with intellectual disabilities 

directed by Andrea McDonald, and the youth group of Leichhardt 

Community Centre facilitated by Gabby Le Brun and Janet Findlay 

also become involved. 

Sue 

Back to the research material. If we were to have a 'hero', who would it 

be? There was a name which kept cropping up. A name perpetuated in 

the title of the adjoining golf course and still used in common parlance 

today in reference to this site. The mysterious Sandy Gallop. Who was 

this elusive figure? No-one had been able to find out. There appeared 

to be no records, Finally all was revealed - this was not a person at all! 

The name came from the racecourse on the site in 1857 - the 'sandy 

gallop'. Here was our mythical hero. Sandy was like the embodiment of 

the location, the spirit of the place. The name could be male or female 

and looked like an ideal way of tying the performance togetner. 

Keeping in mind the affirmative Birth-Death-Renewal 

cycle, it was a quick step from finding a character to shap1ng the 

story as a Quest. At this stage of the project, we were still uncertain 

how many groups would take part. The Quest structure was ideal to 

accommodate the unpredictable length of the play and the unknown 

number of scenes. With a fixed beg1nning ('Birth') and end ('Renewal'}, 

any number of middle scenes was possible, provided they incorporated 

the idea of Sandy's journeying and search. 
As in most Quests, Sandy's was a journey for self-knowledge 

one in which the abstract became concrete, the journey metaphorical. 

We had been looking for a way of introducing the fdea of instability 

and 'lunacy' without being insensitive or heavy.handed, Someone 

noticed the similarity between the moon and a golf-ball. This was the 

final, brilliant link as next door the Sandy Gallop Golf Club was as 

prominent an Ipswich landmark as the Centre itself. From there, the 

concept Sandy Gallop Dances with the Moon was born. 

Mary Ann 

Research was also conducted by immersing ourselves in the space 

itself. The Cracka members and project participants conducted 

numerous tours of the campus. But the most po1gnant was the 

impromptu tour conducted by a security guard at the site who had 

extensively researched the history of Challinor and was very attuned 

to the spirit and the pain of the place. The tour provided a watershed 

experience, made all the more meaningful given that our guide was 

not officially designated, so he was providing us with a very unique 

view of the site's history-and transformation which was not the 'official' 

version. For us, this was when the buildings became alive. 

Sue 

The opening scene would be a Golf Dance (a regular event in the 

site's history). Sandy would receive a hit on the head by a golf-ball. 

Disturbed by the incident, she would resolve to find the offending 

golf-ball and get rid of It in order to gain peace. The play would be her 

search for the ball. At the end, it grows to the size of the moon and 

she finds she no longer wants to throw it away. Instead she embraces 

it as part of herself and dances for joy in a celebratory communal 

moonlit dance. 

We presented the ideas and framework to a meeting of 

organisations who had expressed strong interest in participating. 

From this point ownership of the project left the exclusive hands of 

the Cracka and began to be shared by groups of young people around 

Ipswich. 

Keeping in touch through a system of 'buddies', Cracka 

members monitored progress, liaising with participants and assisting 

in areas of research and skills development. Together they uncovered 

historicat material, talked with former staff, volunteers and residents of 

Challinor, interviewed people from the general community and began 

the process of devising a response. 
Each group had the freedom to interpret Sandy as they 

wished. Some had a single Sandy, others two or more. Interestingly, 

(though this may have had to do with the composition of the groups) all 

of them saw Sandy as female. What kept her recognisable throughout 

was her costume - red top, black pants and white face make-up. She 

could be any shape, any size, speaking, singing or silent - when the 
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audience saw the red top. black pants and white face, they knew this 

was Sandy in another form. The only time an actor played Sandy twice 

was in the opening and closing scenes. We felt that if we began and 

ended with the same Sandy, It would give completeness to her journey 

and make the Quest story clear. 

Fuelled by the stimulus mate1ial, creativity took off in varied 

and unexpected directions. Redbank Plains SHS used physical theatre 

to explore shifting concepts of normalcy and changes in treatment of 

people with intellectual disability and mental illness over time. Their 

Year 11 students chose to develop the opening scene with an array 

of characters from Challinor's history in attendance at the annual golf 

dance. This is where Sandy is hit on the head by the golf-ball and so 

begins her quest. They also devised another scene, Multiplicity, which 

looked at Sandy's multiple moods and questioned who the real Sandy 

was. The Extension Drama class devised the climax scene where 

Sandy Finds What She is Look1ng For. 

Young people from Leichhardt Community Centre used 

music, movement and improvisation to devise They Say People Go 

Crazy With The Moon, a scene that looked with humour and irony at 

the way authentic Challinor voices have become distorted in gossip, 

rumour and stories. 

Bremer SHS Year 12 drama students worked on developing their 

script-writing skills to produce scenes about friendship, relationships 

and attitudes to difference: the absurdist I Want To Go Nowhere, where 

Sandy learns about Nowhere and Somewhere; Hubba Bubba, where 

Sandy travels by train and confronts and overcomes misunderstanding 

and The Tree That Grew Friendship, which explores notions 01 courage 

and compassion. 

S Troupe, an Ipswich based theatre group for people with 

intellectual disabilitres. focused on the use of music and song. Seeking 

for an experience which would enrich their own practice of drama, they 

interacted with Year 12 drama students from St Mary's College, whose 

script work explored the ironic implications of Challinor's history. 

In the hospital scene, Where Am I?, members of both groups 

worked alon9side each other to create different worlds, from which 

Sandy leaves with the begfnnings of a new understanding of herself 

and others. In another scene, Human Clay, S Troupe moulded clay 

figures, played by St Mary's students, into questionably "perfect" human 

beings. One of the most moving moments was when members of S 

Troupe and St Mary's washed the faces of the clay figures, releas1ng 

them into life, and then sang together of the sun melting the coldness 

and of things being alright. 

Mary Ann 

Behind the scenes, the usual range of major event preparations were 

moving into full swing by August. Community organisations were 

contacted about further participation on the evenings of performance. 

Purga Elders opened the performance with a smoking ceremony, 

local scout groups provided a sausage sizzle, the Jacaranda Squares 

provided our bush/square dancing after the finale, and contemporary 
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Ipswich bands Sloth on a Couch and Homespun played into the night. 

Wet weather contingency plans were made and all production items 

checked and double-checked. Teacher Janet Wyvill had agreed to 

be our Production Manager and with the assistance of university 

students, arranged the smooth backstage running of this outdoor, 

roving performance. 

Sue 

And so, eventually, on September 14 and 15. 2001, 80 young people 

of Ipswich and environs presented a community performance which 

was their interpretation of the history of the site. The result was not 

an historical re-enactment, nor a chronology of events. Instead, It 

followed the imaginative character Sandy Gallop on a quest for self

knowledge in a roving performance around the site, starting on a large 

lawn outside the refectory, where audience members gathered as 

they arrived, and moving through various outdoor locations, shifting 

the audience's relationship with the performers, until the final scene 

finished where they had started. 

ln this way the audience were themselves experiencing 

somethfng of the subject-matter, as they undertook thelr own journey, 

watching out for each other. accommodating different levels of mobility 

(a number of former residents attended, many in wheelchairs). By the 

end, they had physically traced the circular pattern of the performance. 

As they joined in the final moondance, distinction between audience 

and performers disappeared in a celebration of community. 

It was possible to see the play simply as the story of Sandy 

and a golf-ball. But it was also possible to see it as touching on 

issues to do with mental illness and 'lunacy' and, by extension, as 

the story of the site and 1ts various Institutions. Sandy was golng on 

a journey, meeting different people, encountering different attitudes 

and perceptions, in search of something to help her make sense of 

things. 

In a sense, Sandy's journey was a mirror of our own process, 

We began uncertainly, full of questions, not sure where we were goin9. 

Then each group began to devlse their response and there were times 

of excitement and frustration as ideas and characters took shape along 

the way. Our journey ended with the joy of achievement, facing the 

past, interpreting It in the present and drawing hope for the future. 

Sandy's journey also mirrored the experience of the wider 

community. Peopte who told their stories, who gave their time, who 

publicised the event, who came to watch - all of them were setting out 

on an unknown journey, trusting us to offer meaning and shape to their 

contributions. I daresay the result was not what they were expectin9, 

but from the feedback we received, the overriding reaction seemed 

to be one of pride. 

Mary Ann 

For me, the project resulted rn what John McGrath regards as the 

ultimate in community theatre: a ·good night out' (A Good Night Out: 

popular theatre, audience, class and form. London: Nick Hern, 1996). 
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But just as important as the night out, was the process of planning, 

researching and devising the event to make it of the community, not 

just for it. 

Sue 

And the cycle continues. Birth-Death-Renewal. A few weeks after 

Sandy Gallop, I found myself talking with a group of students at St 

Mary's College, Ipswich, on the subject of constructing a theatre-piece 

in response to the history of the school. This new project was the 

brain-child of teacher Narelle Thompson, whose Year 12 students had 

participated in Sandy Gallop. In another nine months, , researched, 

written, designed and performed by another group of Year 12 students, 

The Belles of St Mary's was born. 

Biographies - Mary Ann Hunter & Sue Rider 
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Reconciliation Revealed 
Connectlng Theme• of Grief and Loss through Personal and lndigenous Aesthetics 

By Sean Lubbers and Linda Ballin, Queensland 

Rationale 

This unit explores personal and Indigenous aesthetfcs through the 

themes of grief and loss. Year 11 Drama students engage in process 

drama, workshops and discussion as a means of discovering their own 

stories and aesthetics of grief, loss and connections they may have 

w1th Indigenous experience, history and culture. Opportunities. Will 

exist to develop both a theoretical and practical framework in which 

the students can gain an understanding of Indigenous dramatic form 

and apply these conventions within their own context both personally 
and dramatically. 

The learning experiences for this unit are designed to enable 

stlJdents to draw upon their existing knowledge of Indigenous history 

and culture as a foundatron on which the unit can build. Consequently, 

the unit will focus on discovering the connections that exist between 

personal and Indigenous aesthetics upon reflection of student's own 
experiences of grief and loss. 

The nature of the Indigenous drama as -an eclectic form 

enables students to develop individual approaches to how they use and 

manipulate its conventions. Students will be introduced to conventions 

such as storytelling, monologue, comedy and song through the 

analysis and process of engaging with Indigenous scrfpts. Western 

perspective's of dramatic elements such as roles, relationships and 

tension will be challenged and explored with Indigenous experience 

and text. 

Following the "Human Rights" theme of the two-year 

Senior Drama Course at Bundamba State Secondary College, this 

unit addresses the importance of gaining an understanding of Human 

Rights in the context of Indigenous Australians and their history. This 

unit will give students an appreciation of the contribution Indigenous 

Australians make towards the art form of drama. 

This unit makes valuable connections across our school's 

curriculum (English, Modern History, Aboriginal and Torres Strait 

Islander Studies, Health and Human Relationships Education). 

Furthermore, this unit provides students with the opportunity to develop 

technological literacy through the assistance and use of Queensland 

Theatre Company's Ed-Online project that incorporates the use of 

chatrooms and billboards connecting students to artists online. 

Unit Objectives 

AFFECTIVE~ Upon the completion of this unit. students should be 
able to: 
• Acknowledge and value the Importance of drama as aesthetic 

learning. 

• Appreciate the benefits of working independently for autonomous 
learning and self management. 

• Have a commitment to and respect for diverse view points. 
• Value and be confident in tbeir own creative and critical abilities. 
• Value diversity in drama and Indigenous dramatic form and 

dramatrc history. 

FORMING: 
• Engage in process drama as a vehicle for aesthetic learning. 
• Collaborate in the creation of dramatic action based upon the 

themes of grief and loss. 
• Interpret a range of contemporary Indigenous texts, 
• Purposefully manage and bulld the elements of drama to create 

meaning in an individually written play script. 
• Discuss the script ideas with an Indigenous playwright In a 

chatroom (QTC Ed-Online). 

PRESENTING: 

• Share and demonstrate dramatic work created during class 
time. 

• Manipulate the elements of drama rn performance. 

• Informally present a range of contemporary lnd1genous scripts. 

RESPONDING: 
• Understand, interpret and analyse themes of grief and loss relevant 

to personal experience, Indigenous history and culture. 
• Critically analyse contemporary Indigenous dramatic form and 

scripts. 
• Understand the difference between "Western" and "Indigenous" 

notions of "Drama·. 

• Synthesise advice from an Indigenous playwright with their own 

stories and dramatic knowledge. 

UNIT FEATURES: 
• Process Drama and Workshops. 
• Thematic Approach: Grief and toss. 
• Conventions of Contemporary Indigenous Dramatic Form. 
• Indigenous text extracts that are focussed on the unit theme (Grief 

and Loss). 
• Developing scripts using personal narratives. 
• Scrfptwriting techniques, narrative structures and concepts. 
• Internet technology (Billboards and Chatrooms) with Queensland 

Theatre Company's Ed-Online project. 

LEARNING EXPERIENCES: 
• Process Drama (Balloon Frfends) introducing themes of grief and 

loss. 
• Reflections on personal stories of grief and loss. 
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• Using role-play and improvisation and games to explore grief and 
loss. 

• Creation of dramatic action using different conventions. 
• Studying different categories -of loss and the Immediate and long 

term feelings associated with this emotron. 
• Studying the stages of grief, the emotions involved and the 

individual factors ihat Influence people's grief responses, 
• Discussions and readings/videos about lndi_genous culture and 

history outlining events that have caused grief and loss to the 
Indigenous Australian community. 

• Pinpointing grief and loss in a number of contemporary Indigenous 
scripts 

• Preparing Indigenous scripts as rehearsed readings. 
• Discussing and isolating conventions of Indigenous dramattc 

form. 
Process Drama - "The Stolen Generation" - an Indigenous 
experience of grief and Loss. 

• Analysing Indigenous text. 

RESOURCE LIST: 

Grief and Loss 

Glassock, G and Rowling, L. (1992) Learning to Grieve-Life Skills 

with Coping with Losses Newton: Millennium Books. 

Lubbers, S. (1998) "Are We Racist? Exploring Australian, 

Community and Personal Attitudes through the Dramatic Form'' In 

ADEM No 4. Brisbane: Brisbane lmagesetter. 

Radvan, H. (1999) "Teacher's Notes" in M.Forde X-Stacy 

Strawberry Hills: Currency Press. 

Reuter, M. (1997) "A Stolen Generation Cries Out," http:// 

www,hartford-hwp/com/archives/24/088.html 

Indigenous Dramatic Form 

Banfield, C. and Crow, 8, (1996) An Introduction to Post Colonial 

Theatre. Cambridge: Cambridge University Press. 

Enoch, W. (2002) "Write Me a Future ... • in Only Gammon Brisbane: 
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Playlab Press. 

McDonald, N. (1998) ··cultural Ownership: Indigenous Playwriting 

into the New Century: in Ignite Theatre No.4 Brisbane: Theatre Arts 

Network Queensland. 

Milroy, J. (1998) ''Seeing/Being" in Ignite Theatre No.4 Brisbane; 
Theatre Arts Network Queensland. 

Scriptwriting 

Betzein, A. (2002) About Playwriting Brisbane: Young Playwright 

Award Student Workshops (Qld Theatre Company). 

Mackey, S. and Cooper, S. (2000) Drama and Theatre Studies 
Cheltenham: St-anley Thornes. 

McKenzie, S. (2001) You've Heard of a Screentest - Well this is a 

Scenetest Brisbane: QADIE State Conference Notes. 

McKenzie, S. (2001) Narrative Structures and Concepts Brisbane: 

QADIE State Conference Notes. 

Read man, K. (2001) • Approaching Indigenous Theatre Through 

Playwritfng" in QADIE Says Vol 24. No 1. Brisbane: Go Print. 

Ryan,S. (2002) Scriptwriting: AKitofHelpfulPieoes· Brisbane: OTC 

Young Playwright Awards launch. 

Play Texts 

Bennett, R, (1995) Funerals and Circuses Paddington: Currency 

Press. 

Collie, T. (1999) "Goin to the Island" in Only Gammon Brisbane: 
Playlab Press. 

Collie, T. and McDonald, N. (2000) "Binni's Backyard" in Only 

Gammon Brisbane: Playlab Press. 

Enoch, W, and Mailman, D. (1996) The Seven Stages of Grieving 

Brisbane: Playlab Press. 

Manning, N, (2000) Luck of the Draw Sydney: Currency Press. 

Nowra, L. (1993) Radiance Strawberry Hills: Currency Press. 
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Weekly Lesson Overview 

The following lesson overviews are only a guide - the lessons can be 

interspersed with times of discussion in response to students' needs 

as they grapple with the content of the unit More detailed lesson 

plans, resources, homework booklets and criteria sheets can be 

found in the comprehensive unit kit. Ptease email Sean Lubbers at 

Jubbs@bundambashs.qld.edu.au to organise a copy. 

WEEK1 

Lesson One 
• The purpose of this lesson is to introduce the students to the 

metalanguage of the dramatic ideas underpinning the remainder 
of the unit. 

• Teach (or revise) knowledge of the nature of aesthetic learning 
and the conventions of process drama. 

• Write down definitions of aesthetic learning and process drama 
from the QSA Senior Drama Syllabus. 

• Discuss aspects of aesthetic learning such as grounded aesthetic 
and inherited culture and connect the dialogue With experiences 
students have of the aesthetic io tbeir own Jives. 

Lesson Two 
• The purpose of this lesson is to enable the students to aesthetically 

engage and build belief in the fiction of a process drama. The 
process drama is des1gned to enable the students to experience 
themes of Grief and Loss before they know that is what the unit is 
based on. 

• Inform students that the activities of the next two lessons will take 
place in the form of a process drama. Review the expectations of 
participation and engagement associated with process drama. 

• Run the first half of the "Balloon Friends" process drama (see 
Balloon Friends Lesson Process Drama in detail ,later in this 
article. 

• The students will explore the meaning of friendship and relationships 
in preparation for the remainder of the process drama to be run in 
the following lesson. 

Lesson Three 
• The purpose of this lesson is to build on the aesthetic fiction 

developed in the previous lesson before introducing moments of 
tension, climax and resolution, 

• Briefly review the activities undertaken in the first half of the process 
drama before continuing. Students absent for the first half can be 
asked to observe. 

• Run the second half of the "Balloon Friends" process drama. 
• Amidst the protection of the fiction, the students will experience the 

emotions of Grief and Lbss through the destruction of the friendship 
created and developed during the entire process drama, 

• Once the process drama is concluded, lead a reflective discussion 
about.the students' experiences within the drama and the emotions 
felt throughout. 

• This lesson provides a springboard for further personal reflection 
about loss and the accompanying period of grief, 

Lesson Four 
• The purpose of this lesson ,s to build on the students' experiences in 

the process drama through a dramatic exploration of their personal 
aesthetic experiences with the emotions of loss and grief. 

• Engage the students in a lighthearted experience of loss through 
an adapted version of the game Prisoner and Guard:-"Steal and 
Possess·. 

• In groups, get students to brainstorm times when they have 

experienced grief and/or loss. Allow each group to share their 

work with the rest of the class. 

• Give the students the opportunity to individually reflect on one 

particular time in their life when they have experienced grief and/or 

loss and then share within pairs or small groups. 

• In those same groups students are to choose one person's 

experience and create a series of tableaus that depicts strong 
Images of some important moments. 

• Extend on the previous activity by asking each group to connect 

the tableaus with movement and minimal dialogue. 

• Get each group to present the work they have formed to the rest of 

the class. Lead a discussion focussing on students' interpretations 

of the work presented. 

• Set a homework task:-Write a paragraph (8-10 sentences) about 

your personal experience of grief and loss shared earlier. You can 

choose to tell the whole story briefly J:lr only a part in detail. Task 

needs to be completed by the next lesson 

WEEK2 

Lesson Five 
The purpose of this lesson Is to continue to draw on students' 
personal aesthetrc experiences with grief and loss to enable the 
students to have a greater copnectio,:i with their work. This lesson 
connects classwork with the assessment task. 
Ensure homework is checked - students need the paragraph they 
wrote for the activities in this lesson. 
In pairs, students are to develop one of the students' paragraphs 
as a verbatim monologue that is telling a personal story of grief and 
loss. One of the pair is to deliver the monologue whilst the other 
student simultaneously performs a series of tableaus or mimed 
movements that ·illustrate the story In a realistic form. 
'Discuss each ,pair's presentation concentrating on the elements 
of focus, mood and human context. 

• Extend on the previous task asking students to create a scene 

that uses the same monologue but presented in an abstract form: 

• symbolic movement or contrasting the monologue with minimal 
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dialogue. 
, Discuss the second presentations focusing on the element of 

symbol and the use of story as a basis for performance. 
• Conclude with an introductory discussion about the form of 

Lesson Six 
, The purpose of this lesson is to enable the students to have a closer 

look at issues and feelings associated with different categories of 
loss. Students will have the opportunity to more specifically reflect 
on personal experiences of loss. 

, In groups students are to complete a worksheet that involves 
placing a list of typical losses within four different categories of 
loss. Discuss the correct placement and allow students to share 
about any on the list that they may have experienced. 

, Individually, students now brainstorm and write down times in 
their life when they have experienced change of any kind - good 
and bad. Ensure students know that their list will not be shared 
so they can be completely honest. After a time, students go back 
over their list and highlight any changes associated with loss. 

, As a whole class group, students brainstorm the feelings associated 
with those changes that included a type of loss. Write students' 
contributions on the board. Briefly discuss the range of feelings 
expressed. 

, Students move off Individually and reflect on one moment in their 
life when they experienced loss. Lead students into imagining 
they are back at the time when they first realised they were losing 
something. 

, For the remainder of the lesson students are to script a short 
telephone conversation they would make to discuss the loss. The 
immediate reactions recalled in the previous activity are to be used 
to inform the mood of the conversation, 

, Debrief with the students before they leave to make sure they are 
okay. 

Lesson Seven 
, The purpose of this lesson is to allow the students to discuss 

grief in more detail and share personal stories of their aesthetic 
experiences of grief. Students will have the opportunity to explore 
how grief affects people in different ways. 

, Individually students write a diary entry detailing a recent significant 
loss they have experienced and the feelings that they have about 
the loss right now. 

• Once their diary entry is finished, students are to answer four 
reflective questions In response to the experience they have Just 
written about. 

• Allow students to pair up with someone who they feel comfortable 
with and share the answers to the questions. 

, Each student receives a booklet about grief. As a whole class 
discuss the content of the sheets in the booklet and relate their 

personal experiences of loss and grief to the information. 
• Finish the lesson by analysing different reactions different people 

have to grief and brainstorming factors that may influence people's 
reactions. Explain the importance of valuing other people's 
aesthetics. 
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, The purpose of this lesson is to discover what the students 
know, feel and have opinions about with regard to Aboriginal and 
Indigenous history, culture and the people group. 

, Lead a discussion evoking students' general feelings and opinions 
about Aboriginal people and their culture. Ensure stereotypes and 
generalisations are dealt with In a socially just manner. 

, Follow the discussion with the whole class brainstorming specific 
events that the students' know about in the history of Aborigines 
that roused feelings of grief and loss. Discuss how each event 
contributed to the grief and loss experienced. 

, Distribute and read a handout outlining • A Cultural History of 
Australia' (see resources for the "Indigenous Culture· lesson, 
p.65). Connect events in history contained on the sheet with the 
ideas from the previous activity. 

, Students can jot down any extra notes in response to the 
discussions. 

Lesson Nine 
, The purpose of this lesson is to explore the themes of grief and 

loss in Aboriginal history using excerpts from a contemporary 
Indigenous play text:-Mailman and Enoch's The Seven Stages 

of Grieving. 
, Students are divided into four groups. Each group is given an 

excerpt of The Seven Stages of Grieving that specifically focuses 
on an experience of grief or loss. Each group is to prepare the 
excerpt they are given as a rehearsed reading. 

, The rehearsed reading of each excerpt is presented to the class. In 
between each presentation students are to write a short, Individual 

reflection about the reading focusing on two key points. 
Once all four rehearsed readings have been presented, gather 
the whole class together and ask students to share parts of what 
they wrote in reflection of each excerpt. Emphasise the use of 
storytelling to the students' forming assessment task. 

• Set a homework task:-You are to reread your"ACultural History of 
Australia" handout and write out four or five points that particularly 
strike you in relation to the themes of grief and loss. 

Lesson Ten 
, The purpose of this lesson is to connect the students' knowledge 

of historical evenls that have caused grief and loss amongst 
Aboriginal-people, with the exploration of such issues within The 
Seven Stages of Grieving text. 

, Explain to the students that whilst the extracts told personal 
Indigenous stories, each one touched on broader issues of grief, 

loss and the assoclated emotions. 
Ask students to get out their • A Cultural History of Australia" 
handout. Lead a discussion about how the excerpts from The 
Seven Stages of Grieving explored certain events in Aboriginal 
fllstory through storytelling and drama. 

• Check students homework and have a time of sharing and 
discussion about which points struck different students and 
why. Encourage students to consider connections between their 
personal aesthetic and an iodi9enous aesthetic. 
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• Distribute, go through and explaln the homework booklet to be 
completed by students over a period of two Weeks. 

WEEK4 

Lesson Eleven 
• The purpose of this lesson is to investigate an event of Indigenous 

Australian history within the safety of the fiction created by process 

drama. Students will engage in a fiction that symbolises the 

Indigenous experience of the Stolen Generation highlight1ng the 

themes of grief and loss. 

• Explain to the students that they are about to engage in another 

form of process drama. If necessary, review the conventions of 

the form. 

• Run the Stolen Generation process drama (More detail of this 

Drama process in the complete unit). 

• After the last activity, get the students to individually write a 

diary entry from the perspective of their character in reflection of 

everything that happened during the process drama. 

• Gather as a whole group and ask some students of different 

characters to share what they wrote with the class. Discuss and 

reflect on the perspectives of different characters to the same 

events 

• Explain that each individual will have a unlque set of aesthetic 

experiences depending on their interpretation of the world and 

events happening around them 

Lesson Twelve 
• The purpose of this lesson is to explore an Indigenous script extract 

that alludes to the event explored in the process drama - Stolen 
Generation. Students will analyse how emotions of grief and loss 
are expressed within an Indigenous script and use the extract as 
stimulus to write their own short script. 

• The activ~ies within this lesson scaffold the students' skills in writing 
about grief and loss in response to stimulus materials - will create 
important connections to the students' forming assessment task. 

• Students are to form pairs. Each pa,ir is given a copy of an extract' 
from a contemporary script - Luck of the Draw by playwright N. 
Manning. 

• In their pair, students are read the duologue aloud and then work 
together to identify and write down lines in the script that give 
the reader information about the characters family history and 
background. 

• Using the information gatned from the text analysis, each pair is to 
write a short script of a duologue between one of the characters 
and another person that is known to have been a part of their life. 
Students can extend the fiction beyond known information but the 
fictlon must remain true to the known facts. 

• Get each pair to read aloud their short script to the class. 
• Lead a discussion focusing on the expression of emotion Within 

the students' scripts, the incorporation of grief ancl loss and the 
relationship evident between the two characters. 

• Remind students about their homework booklets - they are due 

in just over a week. Emphasise the importance of the material in 
the booklet and that students should be doing a little every night 
to better inform the work being done in class. 

Lesson Thirteen 
The purpose of this lesson Is to introduce a method of script 
analysts to develop their understanding of the elements that create 
a rich and complex scene. Students will go through a number of 
questions to consider when writing a scene - called a 'scenetest' 
- and each question will be explained in the context of a scene. 
Distribute the 'scenetest' handouts (see resources from complete 
unit) 
Read through the handout identifying the missing word in each 
question. 
Discuss and explain each question in the context of the students' 
forming assessment task - particularly focusing on those• that are 
not self-explanatory. 

• Students can make extra notes on their handouts in response to 
the discussion. 

• Emphasise that not all questions may be relevant to every scene 
students write, but that the more students can deal with the 
more complex their scene - it's characters and situations - will 
become. 

• In groups students are to apply the 'scenetest' to the extract of 
Manning's Luck of the Draw that they were working with ,n the 
previous lesson. 

• Encourage constructtve group discussion and emphasise the 
possibility of more than one right answer. 

• Discuss students' responses to the ·scenetest' questions about 
the Luck of the Draw extract. Ask students to reflect on how the 
'scenetest' questions will help them in the writing of their own 
scripts. 

WEEKS 

Lessons Fourteen & Fifteen 
• The purpose of ·this lesson is to allow students to aesthetically 

engage in a professional production of a screenplay written 
about the experiences of Indigenous people. Students will be 
encouraged to reflect on the content of the unit and to connect 
with the Indigenous aesthetic experiences that are explored. 

• Explain the relevance of the students watching a video production 
of Lou1s Nowra's play Radiance. 

• Show the video and allow students to become involved in the 
story. 

• At the beginning of the second lesson, briefly review What has 
happened in the story so far. 

• Prompt the students to consider personal experiences they have 
had (or people they are close to have had) that are similar to the 
experiences of the three main characters fn Radiance. 

• After viewing, discuss the implications of a play written by a non
indigenous playwright about the experiences of Indigenous people. 
Outline the difficulties that may exist in trying to write about a culture 
different from your own. 

• Explain that, that is why the students are being asked to write about 

AOEM 2003 4~ 



their personal aesthetic experiences - not someone else's. 

Lesson Sixteen 
• Students should be handing in their homework booklets to be 

checked either thls lesson or one soon after. 
The purpose of this lesson ls to teach the students about different 
ways they can structure dramatic action and to outline the 
formattfng conventions of scriptwriting. Students will be taught 
about narrative structures and narrative concepts and how they 
can be used to shape the dramatic action of their scripts in different 
ways. 

• Create and use OHTs on narrative structure and narrative 
concept. 

• Get the students to copy down the notes off the OHT. 
• Explain, discuss and give examples of each type of narrative 

structure. Students can make extra notes based on the 
discussion. 

• Define the meaning of the term 'narrative concept'. 
• Get students to copy down a list of a number of possible narrative 

concepts and brainstorm any more that they can think of. 
• Distribute "About Playwrighting" handouts. 
• Go through the conventional way of formatting a script. 
• Set a homework task:-You are to read the rest of the handout and 

highlight (or underline) things that you feel are important. about 
writing a script or a play and report back to the class next lesson 
your ff ndin~s. 

Lesson Seventeen 
• The purpose of this lesson is to hand out the students forming 

assessment and discuss the task and its associated criteria. 
Students will be briefed on the task and will have the opportunity 
to discuss exactly what is expected - including lhe criteria 
against which they will be marked. (From Senior Drama Syllabus 
Queensland 2001) 

• Check students' homework. Discuss the ideas that students 
determined to be important for writing a script Encourage students 
to take notes based on what their peers say - may help them for 
their assessment task. 

• Distribute <1ssessment task sheets with attached scripts ( see 
resource list) and inform students that the due date Wlll be two 
weeks from this lesson. 

• Read, explain and discuss the task description and standards 
schema in detail 

• Allow students to ask any questions - discuss the answers. 
• If t1me allows, get students to begin working on writing their 

script. 

Lessons Eighteen & Nineteen 
• The. purpose of these lessons is to provide the students with class 

time to work on their scripts for assessment. 
• Students also have the opportunlty to consult with the teacher 

about their ideas. 
• Drafts can be handed in - to be perused by the teacher during 

these lessons. 
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Lesson Twenty 
• A computer room is required for thfs lesson. The purpose of 

this lesson is to provide the students with the opportunity to 
discuss their ideas and scnptwnting process with a contemporary 
Indigenous playwright. 

• This lesson is 1n collaboration with Queensland Theatre Company 
(Ed-Online Project) - See over "Online with Nadine McDonald 
- Kooemba Jdarra" 

WEEK7 AND 8 

• Students have tfle opportunity to us€ these lessons to write their 
scripts and collaborate with the1r teacher. Another lesson was 
used to ohat with Nadine McDonald (Kooemba Jdarra) at the final 
stages of drafting their scripts. 

On-line with Nadine McDonald - Kooemba 
Djarra (Brisbane) 

Being part of the Queensland Theatre Company's (QTC) Education 

Reference Group, I became excited -and aware of a new Initiative 

the company was developing - Ed-Online. Through many lead up 

discussions with Mitchell Holmes (Education Liaison Officer) about 

our work with this unit, Mitc'hell contacted Nadine McDonald to see 

if she could contribute to the development of my students' scripts 

through chatting on-line with them via the QTC website for two 1 hour 

sessions. 

Knowing Nadine and her connection to my school through 

a number of past and present Murray students, Nadine and Kooemba 

Jdarra were kind enough to donate her time to the project and my 

student's needs. I would like to take this opportunity to thank both QTC 

and Kooemba Jdarra for this amazing and highly beneficial assistance 

to my students. 

I have around 15 students and Nadine was bombarded for 

the full 2 hour session (over two weeks) with many questions relating 

to how to best tell their stories of grief and loss and what structure 

would best fit their context. She gave them many ideas as to how 

they could approach their scripts, intertwined with a plethora of sm\fey 

face icons!!! I hadn't seen so many smiley faces on one screen in my 

lifel 

The most profound outcomes of this teacher/student/ 

company/artist partnership I belfeve for me and my students was 

Nadine's emphasis on "Narrative" rather than concept and structure. 

She really challenged all of our constructed notions about ''Narrative'' 

and wanted to question my students further about the reality of their 

own stories to deepen them, rather than obsess about how to structure 

it or with what narrative concept. 

The students also benefited from Nadine just talking to 

them about her own stories - stories that have shaped her life as an 

Indigenous woman and as an artist. I felt with all other educational 

benefits aside, thls was where the community, cultural development 

occurred. The multi-level relationship occurr1ng between both an 

Indigenous woman with her own stories throughout her life, her stories 
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about her life as an artlst and their interaction simultaneously with my 
students lives and experiences. 

effective dialogue can occur between teacher, artist and student without 

an artist necessarily having to be "physically" at your school. 
It would be great if more theatre compan1es around Australia 

could set up initiatives like Ed-Online because technology is there to 

be used and through the click of a mouse and some tapping of keys, 

BALLOON FRIENDS - RESOURCES 

LETTER: 

You have just won a fabulous island holiday!!!! The island in question is situated in the tropical South Pacific and offers any and every 

kind of activity you could possibly imagine. This remarkable opportunity is only open to you and one of your friends. That's right, you take 
one friend and one friend only so choose carefully-the kind of holiday you have depends on it! 

The proper office of a friend is to side with you when you are wrong. Nearly anybody will side with you when you are right 

Mark Twain 

Scenario 

A new person you have met on the island has invited you and your friend to go sailing with them that night. You accept and begin to anticipate 

the fun you will have on the water at night under a clear and starry sky. You are to meet them at the docks at 8pm - don't be late!' 

News Item 

***** NEWS FLASH •••tt 

Last night, ln a rare summer storm dozens of sail boats just off the island were hit with cascades of water from waves that reached heights 

of up to two metres. According to the weather bureau, it was the worst storm this island has seen in 50 years and most of last night's sea 

faring folk were unprepared for the onslaught. Holidaying folk were amongst the majority who were out on the waters and unfortunately, 

many lost their lives as the wind guided the waves unpredictably over the all the boats in the region. Those who survived tell their tale, to'ld 

of how friends tried unrelentlessly to save those being swept away yet the majority of their efforts were In vain. In the end, it was enough 

for most to try and save their own lives. Today, the long process of cleaning up has begun. 
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SAMPLE LESSON PLANS • BALLOON FRIENDS 

TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

5mins Engage Introduction Welcome the students to the lesson. Students are to: Class roll 

Mark the roll. Explain that this • Enter the space 

lesson will be the beginning of the • Respond to teacher 

next unit - starting with a process marking the roll 
• Listen to teacher 

drama to go over two lessons. 
introduction 

Revise what process drama means • Review ideas covered 
from the previous lesson. Remind in previous lesson 
students of the participation and 

engagement conventions that exist 
in order to allow the process to 

function. 

4mins Engage Discussion Teacher asks students to: Students are to: Quotes 

• Form .groups of 2/3 ~ Divide into groups of 

Distribute sheets with quotes • one 2/3 

for each group. • Listen to teacher 

• Read and discuss the quotes instruction 

Encourage the students to share • Discuss the ideas 

personal examples or stories about in the quotes and 
share any personal 

friendship. anecdotes with their 
group 

5mins Explore Drawing Teacher asks students to: Students are to: Quotes. Butcher's 
• Remain in same groups • Work together to paper. Pens. Blue-
• Get out pens create a unified Tack 
Distribute butcher's paper. drawing that 

• Collaboratively create a drawing represents quotes 

or diagram that represents the • Stick their groups' 

ideas conveyed In the quotes completed drawing on 

• Reflect on the discussion and the wall 

personal sharing • Respectfully view 

• One person to stick the and appreciate 

completed drawing to the wall other students' 

• Gather in front of the wall interpretations of the 

and view all the different quotes 

representations of friendship 

Collect the quote sheets 
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TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

4mins Engage Teacher Narration Teacher asks students to: Students are to: Letter 
Tableau • Find their own spot to stand in • Find their own space 

the space • Listen to the 

• Listen to the announcement announcement 

then create a tableau that • Create a tableau 
depicts their first reaction to the that shows reaction 
news emotion 

Read the letter • announcement • Follow teacher 

• Create a first reaction tableau instruction to show 

Count down the freeze. Divide and view the images 

the room in half. Ask half to stay created to create 
tableaus for 

frozen and half to view the images. 

Switch the role of each half so both 

have shown images. 

5mins Explore Character Making Teacher asks students to: Students are to: Balloons. Pens. 
• Form a circle • Respond to teacher Textas . 
Outline that students are now going direction 

to create the friend that they want • Use the balloon 

to take with them on their holiday. to create a visual 

Explain the balloon is just to symbol of their friend 
• Imagine and think 

provide a symbolic representation 
of a name and 

of the character each student personality they 
creates. would like their 
Give one balloon to each student. friend to have. 
• Blow up the balloon 
• Give the balloon a face and 

anything else appropriate 
• Decide on a name, age and 

likes and dislikes of the friend. 

4mins Elaborate Improvised Teacher asks students to: Students are to: Quotes. Butcher's 
Conversation . Take their completed balloon . Work together to paper. Pens. Blue-

friend and find a partner create a unified Tack 
• Spend a couple of minutes drawing that 

introducing your friends to each represents quotes 
other - name, personality and • Stick their groups' 
why you chose them to go on completed drawing 
the holiday with you on the wall 

• Freeze mid-conversation ■ Respectfully view 

Use 'touch and talk' to listen in, and appreciate 
other students' 
interpretations of the 
quotes. 
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TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

10mins Elaborate Soundscape Teacher asks students: Students are to: Quotes 

• Join two pairs together to ■ Form groups of four 
create a group of four • Volunteer information 

Ask if the group knows what a aboutsoundscapes 

soundscape is - explain if needed. • Work as a group to 

■ Create a soundscape that depict the emotions of 

embodies the emotions felt in the situation through 

response to winning a holiday sound and text 

and asking a friend to come • Incorporate part of a 

• Include a part of one of the quote in the soundscape 

original quotes somewhere in • Be willing to present thelr 

the soundscape soundscape to the rest of 

Distribute quotes • one per group. the class. 

Tell students they have 5mins. 
• Present their groups' 

soundscape to the class 

Collect quote sheets. 

3mins Elaborate Ritual Teacher asks students to: Students are to: Paper. Pens. 

Reflection Making a List • Find their own space • Respond to ,teacher Blu-tack 
Hand out sheets of paper. instruction 

• Get out pens • Individually create a list 

• Make a list of what they want that ensures they have 
to pack for their holiday everything they need for 

Encourage students to reflect on a perfect holiday 

the kind of holiday they want and • View others' lists and 

what their friend will bring. reflect on how the lists 

• Finish and stick their do or do not represent 

completed list up on the wall friendship. 

• Gather as group to view the 
lists on the wall 1n amongst the 
drawings of friendship. 

3mins Reflection Discussion Announce that the drama is over Students are to: String 

for today. Ask students if anyone • Break out of the drama at 

has any comments before they that point 

leave. Explain that the process • Comment on anything 

drama will continue in the next 
they feel is appropriate 

■ Leave their balloons 
lesson • tomorrow. to be used in the next 
Ask the students to leave their lesson. 
balloon friends with the teachers. 

Arrange for the balloons to be tied 

together and stored until the next 

lesson. 
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TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

8mins Engage Introduction Welcome students to the lesson. Mark Students are to: Class roll. Pen 

the roll. Check if anyone present was • Enter the space 

away for the previous lesson • ask appropriately 

student to observe. • Respond to teacher 

Explain that this lesson will follow on marking the roll 
• Listen to teacher 

from yesterday• continuing the process 
introduction and 

drama. volunteer information 
Remind students of the expected when required 
conduct and review the fiction created Review ideas and 
through the activities thus far. Ask activities completed 

students to get a pen to be used during in the previous 

the lesson. lesson. 

6mins Engage Focus Give students their balloon friends from Students are to: Balloon Friends. 
Engage yesterday. • Move to a space on Sheets of paper . 
Elaborate Teacher asks students to: their own in the room Pens. Chalk 

• Find their own space • Listen to teacher 

Countdown to freeze. narration 

• Close their eyes and imagine the • Imagine and 

friend they have created visualise the 

• Think again about the friends name, character of their 

age, gender, likes, dislikes and created friend 

why you chose them to go on the Write down the facts 
holiday with you and traits on their friend 

Distribute sheets of paper and pens. profile. 
• Open their eyes 
• Use one side of the paper to write a 

profile of their friend 

Tell students they have 2mins. Write 

the categories on the board. 

Explain that the friend profile is their 

ticket to leave for their holiday so it 

must be kept. 
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ReconcHation Revealed • Sean Lubbers & Unda Ballin 

TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

I 

5mins Elaborate Ritual Teacher asks students to: Students are to: Sheets of paper. 
Making a List • Turn the paper over • Respond to teacher Pens. Siu-tack 

• Make a list of what they want instruction 

to pack for their holiday • Individually create a 

Encourage students to think about list that ensures they 

the kind of holiday they want and have everything they 

what their friend will bring. need for a perfect 

Tell the students they have 2mins. 
holiday. 

• Finish and stick their list/profile 
on the wall return to sitting in 
own space. 

6mins Explore Teacher Narration Teacher in role announces: Students are to: 

Tableau Series (Your ticket has been validated • Listen to teacher 

and you are now arriving at narration 

your chosen island destination. • Individually create 

Please remain seated until further a series of tableaus 

instructions are giveni. 
that show a number 
of holiday activities 

Teacher asks students to: • Work within the time 
• Individually create a series of limit given 

three freeze frames • Be willing to show 
• The frozen images are to their images to the 

depict photographs of three rest of the class. 
activities that you and your 
friend do on your first day 

Tell students they will be showing 

their images and they have 2mins 

to create. 
• Finish up and form an 

audience on one side of room 

Divide the group in half. Ask half 

to get up and show their three 

photo images on the teacher's 

count. Switch the role of each half 

so both have shown images. 

5mins Elaborate Ritual Teacher asks students to: Students are to: Sheets of paper. 
Maklng a List • Tum the paper over • Respond to teacher Pens. Siu-tack 

• Make a list of what they want instruction 

to pack for their holiday • Individually create a 

Encourage students to think about list that ensures they 

the kind of holiday they want and have everything they 

what their friend will bring. 
need for a perfect 

Tell the students they have 2mins. 
holiday. 

• Finish and stick their list/profile 
on the wall return to sitting in 
own space. 
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TIME PHASE CONV'N TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

4mins Engage Scenario Teacher asks students to: Students are to: Scenario cards. 
Cards • Each come and collect a scenario card • Each get a 'Docks' sign 

• Read the card withoutialking or showing scenario card 
anyone else • Silently read the 

Pin up a sign that says iDocksi on the card 

classroom door. • Respond to teacher 

• Show students the docks instruction 

Explain that when the teacher calls out '8pm" • Board the !sailing 

the students are to run to the docks as quick 
boati 

as possible to avoid being late. • Create distance 
• View the classroom space as a sailing 

between them and 
boat - define the front (bow) and (rear) 

their friend 
stern 

Freeze as required . 
• Board the sailing boat settling their friend 

at the bow of the boat and taking a place 
for themselves at the stern 

• Pose for a fun, happy photo 

Countdown to freeze. 

3mins Climax Slowmotion Teacher asks students to: Students are to: News item. Needle 
Resolution Movement • Remain frozen • Listen to teacher 

Explain that there will be a short news item instruction 

read. • Participate 

• Listen to the news and react in silent in creating a 

slowmotlon mime - only movement and slowmotion mime 

gesture 
to accompany the 
news item 

Read the news item and concurrently move 
• React to the scene 

amongst the balloons popping each one. of viewing their 
balloon 'friend' 
being destroyed. 

4mihs Engage Scenario Teacher asks students to: Students are to: Scenario cards, 
• Each come and collect a scenario card Each get a Cards • • Read the card without talking or showing 

anyone else scenario card 'Docks' sign 

Pin up a sign that says 1Docks1 on the • Silently read the 

classroom door. card 

• Show students the docks • Respond to teacher 
Explain that when the teacher calls out i8pmi instruction 
the students are to run to the docks as quick • Board the isailing 
as possible to avoid bein_g late. boat1 
• View the classroom space as a sailing 

boat • define the front (bow) and (rear) • Create distance stern 
between them and • Board the sailin_g boat settling their friend 

at the bow of the boat and taking a place their friend 

for themselves al the stern • Freeze as required 
• Pose for a fun, happy photo 
Countdown to freeze. 
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Reccncila/ion Revealed• Sean Lubbers & Linda Ballin 

TIME PHASE CONVENTION TEACHER ACTIVITY STUDENT RESOURCES 
ACTIVITY 

10mins Reflection 
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Discussion Countdown students to a freeze. 

Teacher asks students to: 
• Move silenUy and sit in a circle in 

the middle of the room 

Conclude the drama. 
• Take a moment to think about 

what has gone on in the drama. 

Go around the circle and ask each 

student to say one word or phrase 

that defines how they felt about their 

friend being taken away or any other 

emotion or reaction in response to the 

drama. 

Ask the students if the loss of their 

friend in the drama reminds them of 

anything in their real lfves. Encourage 

students to share if they like. 

Explain that the themes of loss and 

grief will be further explored in this 

unit. 
Check to make sure that all students 

are fine before they 'leave the class. 

Students are to: 
• Respond to teacher 

direction 
• Reflect on what they 

have participated in 
and felt during the 
drama 

• Sum up the 
experience in a word 
or phrase 

• Be Willing and 
open to share and 
discuss personal 
applications of the loss 
experienced in the 
drama 

Biographies - Sean Lubber & Linda Ballin 

Sean Lubbers has been a drama educator/coordinator since gradua~ng In 1996 from A.C.U.Q (B.A) and Q.U.T (Grad Dip 

Seoondary) and has worked In a number of Qu.eensland State Secondary Schools. He has a keen interest in Indigenous 
Drama and has done so since his 8.A. days in the mid 90's. He is currenUy the Head of Drama at Bundamba Stale 

Seoondary College (Ipswich, QLD) and is a district panellist for Senior Drama (Brisbane/Ipswich) for the Queensland 

Studies Authority. In 2002/03 Sean has been on the Education Reference Committee for Queensland Theatre Company 

and has worked on projects such as Ed-Online. He has also wor1<ed•with school based artist-In-residence on projects from 

films to student devised shows about refugee women. Sean has also been the Professional Development Officer and 

State Conierence Convenor for QADIE/Drama Queensland since 1998 and since November 2001 tie has been Drama 

Queensla,nd's Vice-President (Planning). He is on the 'Corning Home" Drama Australia NaUonal Conference Steering 

Committee as well as a number of its sub-committees. 

Linda Ballin co-wrote the ·Reconciliation Revealed· unit during her final practicum and has recently graduated from a double 

degree in Drama and Education at Queensland University of Technology. Unda is currently teaching Dance and Arts at 

Tullawong SHS and has previously taught drama to children of all ages with "Class Act" formerly (Basil Grumble Drama 
Scilool). Linda aspires to teacil students content through their personal connection to the aesthetic nature of the Arts. She 

enjoys being involved in community cultural events and performances. and takes pleasure in life at home with her husband 

and their two cheeky puppy dogs. 



Drama as Community Building - 'Lest We Forget' 
Collaborative~ Creating the Remembrance DayNeterans Day Assembly Production 

Theatre is more than just the performance of stories or tales. It is a 
place for human encounter, a space for authentic human experience, 
above all the kind of existence that transcends itself in order to give 
an account of /he world and of itself. 

{Vaclav Havel, Essays. The Weekend Sun. March 26, 1994} 

I 
enjoy debating with my colleagues about the validity and importance 

of drama as an integral element within the framework of an education 

curriculum. I like to point out with a great deal of prfde that the human 

experience, Which through sheer necessity requires an intricate level 

of communication, evolved through a multitude of primitive aesthetic 

endeavors. It was only once we mastered these forms of fnteractfon 

(drawing, dancing, singing, chanting, and acting out) that we developed 

even the most basic levels of scientmc inquiry. The art of communicating 

our needs, wants, and desires also enables us to creatively share our 

feelings, our emotions, and enables us to bring forth our imagination, 

thus leading to further inquiry and problem solving. 

The prescribed drama curriculum is a multitude of both 

specific and subjective learning outcomes, rationale, instructional 

strategies, assessments, and evaluations. I believe strongly in 

making the curriculum of the drama classroom into the curriculum 

of the community. My drama students and I become a community 

unto ourselves within the fabr-ic and culture of our school, and 

from that special and unique place we collectively reach out to the 

larger community that our school exists within and foster valuable 

relationships with seniors groups, service organizations, as well as our 

local feeder elementary schools. I believe in teaching my students the 

value and responsibility of being an active participant in a democratic 

and healthy community, where social issues can be discussed and 

presented in an artistic, dramatic manner to facilitate and nurture 

increased awareness, understanding, or appreciation on specific and 

relevant issues or topics. I want to be able to have my drama student's 

revel in their dramatic artistry and creation in ways that provide learning, 

meaning making, and joyful exploration. As drama teachers we should 

be willing to foster good citizenry as part of what Saxton and Miller 

(1995) refer to as "the hidden or metacurriculum'' that is culturally 

Interconnected Within our educational system to enable humans to 

engage in "social, behavioural, and psychological" development (p. 

33); therefore enabling our students to explore many worlds beyond 

comedic or developmental improv, competltive drama festrvals, or the 

yearly drama production or musical. 

David L. Young, Canada 

'Lest We Forget' 

In Flanders fields the poppies blow 

Between the crosses, row on row, 

That mark our pfaoe; and in the sky 

The larks, still bravely singing, fly 

Scarce heard amid the guns below. 

We are the Dead. Short days ago 

We lived, felt dawn, saw sunset glow, 

Loved. and were loved, and now we lie 

In Flanders fields, 

Take up our quarrel with the foe: 

To you from failing hands we throw 

The torch; be yours to hold it high, 

If ye break fafth with us who die 

We shall not sleep, though poppies grow 

In Flanders fields. 

{John Mccrae, In Flanders Fields, December, 1915.} 

For the most part many of my secondary school students look forward 

to the November W'Remembrance Day holiday as just that a 'statutory' 

holiday, providing 1hern with a Jong weekend away from school. For 

imany of these teens their only real personal connection with war 

fortunately exists on a television monitor while playlng the latest in 

violent video games, or while viewing the most recent Hollywood 

blockbuster. Even in these days where students are being bobarded 

with news of impending warfare and daily violence In the Middle East, 

the endless rehashing of 9111, or the surreal images of global terrorism, 

my students seem to struggle with the immediacy, importance, and 

the relevancy of wars both past, present, and 1mpendihg. Unlike our 

neighbor to the South, Canada spends a very small percentage of 

its GNP on national defense and milftary spending, and therefore we 

lack a truly military perception of ourselves as a people - even though 

Canadians have fought and died bravely in wars, global conflicts, and 

peace-keeping. Add to this fact that many of the children I teach come 

from young families, with very few having any living relatives who fought 

in a war. Whal all this means is that it is a difficult challenge to honor 

the sacrifices of those who perished during past conflicts In a s)gnlficant 

and relevant way for our students to learn and make meaning from. 

In the province of British Columbia, it is mandated in our 

Provincial School Act, that Remembrance Day be duly and respectfully 

acknowledged. No other holiday secular or non, is accorded this legal 

pronouncement. In Canada, as in some other parts of the former British 
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Commonwealth, we recognize our national remembrance by wearing 

a single poppy on our left lapel. The poppies are sold and distributed 

throughout the country by our national veterans group the Royal 

Canadian Legion. They collect donations to not only cover their costs 

but to also help promote community education and awareness about 

the horrors of war and the personal sacrifices and tragedies that went 

hand in hand with the battles. The problem that exists, and is publicly 

recognized by the Canadian Ministry of Veterans Affairs - is how do 

we connect all this to young people born in the 1980's? 

When I first began teaching high school, the school that I 

worked at recognized Remembrance Day by having our entire student 

and staff population (more than 1,000) sit with heads down at our 

desks, while lfstening to the public address system, as our principal 

read a prepared statement, a student read John McCrae·s "In Flanders 

Field", we heard a recording of a trumpet playing "The Last Post", 

and then we observed ten seconds of silence. That quite simply WAS 

Remembrance Day at my school! 

I was appalled! I grew up With a family friend who had gone through 

World War One and was injured by the German's mustard gas attack at 

the Battle of Ypres in France. I actually went as a child to the Cenotaph, 

with my baby-sitter to watch as her husband and other proud WWI, 

WWII, and Korean War veterans paraded with their freshly polished 

medals, marching in the early November Vancouver rain, their heads 

held high with pride as well as remorse. With this in mind, how could 

I accept this pathetic PA announcement to be the sum total of what 

my school deemed acceptable to honer this important day?! 

That afternoon. as diplomatically as I could, I approached the 

principal with my concerns. Tempering my disappointment with passion. 

I expressed a deep desire to do something much more meaningful for 

the following year - to my relief he was grateful to no longer have the 

responsibility of one more administrative duty, and made me the sole 

producer for the foreseeable future of our school's Remembrance Day 

assemblies. 

Collaborative Creation 

By the time the following school year came around I still felt very 

strongly about producing both a meaningful assembly for the staff, 

studerits, and community members who would come to view it, but also 
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for the students who would collaboratively create the work. I wondered 

how the drama classroom could become a forum for the development of 

a student's initiation into the grand tradition of the collec~ve experience 

vis a vis the creation of a dramatic and educational piece of theatre on 

the topic of Remembrance Day? I considered what Patrick Verriour 

(1995) pointed out in his article, "A Sense of Other, A Sense of Self." that 

'making Drama" emphasizes the collaborative, cognitive processes that 

the students and teacher are actively involved with in order to creattvely 

enact or re-enact the expressions of the group (p. 14): therefore I would 

put the emphasis and ownership of what this project would become 

directly in the hands of my students, and simply facilitate their ideas 

as an adjunct director and producer. 

I provided my students with a solid foundation from which to 

build their work from. as we discussed in detail history, war, and politics. 

I exposed them to a number of improvisational scenes involving themes 

like 'sacrifice', 'duty', 'love', 'loss', 'hate', and 'pride'. I watched as they 

developed characters, relationships, and situations and attempted to 

make sense of war, tragedy, reflection and remembrance. I asked 

them to study the history of the period from every angle to understand 

that both sides loved and lost, and to attempt to create an artistic 

presentation that honored the sacrifices of not just soldiers, but also 

their family, friends, and communities. To honer women and children 

as well as men, and most importantly to honer both sides of the 

conflict equally, putting politics and historical perspective aside, simply 

acknowledgin_g innocents, loss, and sacrifice. I asked my students to 

experience these moments and place themselves deeply into them, 

and to attempt to feel something akin to what it was like back then. And 

then most importantly, I reminded them that they were going to create 

a piece of theatre that would honer the remembrance of everything 

they had just creatively explored as well as educating their peers and 

children younger than themselves - and once that was made clear, 

they immediately took ownership over the project. 

I set the criteria for the production for the students so that 

they had some specific guidelines. The assembly has to be between 

thirty and forty minutes in length, and has to include the following: the 

Canadian national anthem, McCrae's "In Flanders Field"; the playing 

of 'The Last Post"; and a 'moment of silence'. Technically I gave them 

the freedom to use any of the gear we have in stock: fog machine; 
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lighting instruments ranging from home made to high tech; lighting 

trees; simple household 500 watt rheostat dimmers for light controls; 

and the full pick of our costume and set materials {so long as we have 

them in stock, and we can transport everything for a multiple show tour 

within a very minimal budget). 

I taught my student performers to explore the usage of stage pictures 

to recreate understandable contemporary images, as well as lo use 

music to create immediate emotional connections with our intended 

audiences. As a collective we decided to have all our assemblies 

produced for 'students by students' with no adult or faculty involvement 

by way of speeches, introductions, or even assembly management. 

The students would organize the work, seat hundreds of children, 

peers and adults, introduce their work, perform, and then dismiss the 

assembly with no adult involvement. This became a very important 

issue with the collective, as they believed as a student initiated and 

created project it had to be theirs entirely. 

Beyond the initial organization and facilitation, I evolved into their 

producer, as I supervised, scheduled their gigs, drove them to and 

from their performances, bought lunch for them - and glowed with 

incredible pride as they educated and paid tribute to a very important 

day. 

Community Building 

Since 1992, I have been facilitating and producing the Remembrance 

Day Assembly for our school, feeder elementary schools, and our 

community. Our productions average anywhere between six to eight 

performances over a four to five day period and in any given year will 

be performed for 2,000 to 3,000 people. We are annually honored 

by the local branch of the Royal Canadian Legion, and have also 

been recognized by the Government of Canada's Ministry of Veteran 

Affairs. 

Our assemblies have ranged in style, format, and genre with each 

passing year and with each new cast. After a couple of years, students 

who had recently graduated from the school were asking to come 

back and direct the younger students. I also began to Incorporate 

my senior students from the directing and scriptwriting program as 

well as the stagecraft classes to participate in both the creative and 

technical elements of the productfon. We have had grandparents of 

our cast come in to share their remembrances; actual veterans from 

the Legion have shared their stories, as well as present-day mflitary 

personnel. We have had shows where our student cast have all been 

interconnected characters writing letters home from the trenches; 

performances where students have critically examined war and the 

political decisions therein; and moments like last year when a few 

student actors used some simple lighting and a musical collage to 

recreate moving stage images of the 9/11 tragedy. 
This year my drama nine class worked for two months with 

the directing and scriptwriting twelve students to create a powerful 

montage of scenes using the premise of a high school history project 

on the topic of Remembrance Day, with all the information coming 

to life beyond the classroom project, thus teaching the importance, 

immediacy, and relevance of this national day of refiection to a 

couple of well intentioned students. The photographic images that 

I have included with this article display the simplicity of the toured 

assembly production as it is performed with just the bare essentials 

In an elementary school gymnasium. The grade twelve directors and 

their drama nine actors used simple contractor grade halogen lights 

on the gym fioor, extension cords, tables and chairs from the schools 

we visited, a cheap CD player, simple black tops with jeans, poppies, 

a white sheet, and a Canadian fiag - everything else came creatively 

from the kids themselves. 

As the collective of students worked through their early· explorations 

and improvisations one Interesting and familiar scene struck me - it 

was a scene that involved a teacher who was passionately explaining 

to his students and colleagues the importance of properly honoring 

Remembrance Day 
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Notes on John Mccrae from ... 
http://www.cbc4kids.cbc.ca/general/trme/remembrace/flanders.html 

John McCrae was born November 30, 1872 in Guelph, Ontario. 
When he was young, Mccrae had a keen interest in both writing and the military. He began writing poetry while 
still a student at Guelph Collegiate Institute. 
When he was 14-years-old, his military interests led him to join the Highfield Cadet Corps. At 17, he enlisted in 
the Militla field battery, which was commanded by his father Lieutenant-Colonel David McCrae. 
When the South African War started in October 1899, John Mccrae joined the war cause. He sailed to Africa in 
December and spent a year there leading an artillery battery from his home town of Guelph. 
When McCrae left Africa a year later, he had mixed feelings about war. He still believed in the idea of people fighting 
for their country. However, he didn't like the way sick and hurt soldiers were treated during the war In Africa. 
Mccrae resigned from the armed forces in 1904, and didn't involve himself in the military again until 1914. 
During the years leading up to World War I, Mccrae lived in Montreal and pursued a successful career in 
medicine. 
When Canada declared war on Germany in 1914, a 41-year-old Mccrae was among the 45,000 Canadians who 
joined the war effort within the first 
three weeks. McCrae felt it was his duty to help his country during these troubled times. He was appointed 
brigade-surgeon to the First 

' Brigade of the Canadian Forces Artillery, with the rank of Major and s~cond-in-command. 
John attended to the health of many wounded soldie.rs in the trenches. 
The day before he wrote "In. Flanders Fields", one of John's closest friends was killed and buried in a grave 
decorated with only a simple wooden cross. Wild poppies were already blooming between the crosses 
that marked the graves of those who were killed in battle. 
Unable to help his friend or other fallen soldiers, John Mccrae gave them a voice through "In Flanders Field." 
ir1n Flanders Fields" was first published in December, 1915 in England's "Punch'' magazine. Within months, "In 
Flanders Fields" became the most popular poem about the First World War. Many people felt the poem 
symbolized the sacrifices made by all those who participated in World War I. 
The poem was translated into several languages and used in a 1917 Canadian campaign to help raise money , 
for the war effort. The goal of the campaign was to raise $150 million. With the help of the powerful ''In Flanders 
Fields," the campaign raised around $400 million. 
Jo.hn Mccrae died of pneumonia and meningitis on January 28, 1918. 
Before he died, Mccrae had the .satisfaction of knowing that his poem had been a success. 
The poem's popularity helped Canada and several other countries adopt the poppy as the Flower of 
Remembrance. 
Today, people continue to pay tribute to the poet of "In Flanders Fields" by v.isiting Mccrae House in Guelph, 
Ontario. Mccrae House, the cottage where Mccrae was born, is now a museum. 
John McCrae's memory also lives on in the poem he wrote, which remains an important part of Remembrance 
Day ceremonies across the country. 
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THE DRAMA AUSTRALIA 
RESEARCH MONOGRAPH SERIES 

The intention of this series is to describe and 
critique different approaches to educational 
practice, consider future directions in 
scholarship and research, and present a variety 
of curricula models that teachers and students 
have found successful. 

ORDER FORM IS ON PAGE 75 

Monograph 1. Pre-text and Story Drama: 
The Artistry of Cecily O'Neill and David 
Booth - edited by Philip Taylor. 
O'Neill describes pre-text in action and 
illustrates its overall relationship to a drama 
structure. Booth illustrates how storydrama can 
open up the world of text and inform language 
and literacy education. 

Monograph 2: Aesthetic Framework in 
Drama: Issues and Implications - by Judith 
McLean. 
This monograph explores how teachers can 
structure drama experiences for a deliberate 
classroom aesthetic. The increasing role of 
critical and cultural theory and its application 
within current artistic and educational pcactices 
is reviewed. 
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Monograph 3: IDEA '95: Selected Readings 
in Drama and Theatre Education - edited 
by Philip Taylor and Christine Hoepper. 
This collection of papers from the second 
World Congress of Drama/Theatre and 
Education gives readers access to a rich and 
diverse range of arts practice and theory-from 
cultural contexts not always represented in 
published works in 
the Teld. 

Monograph 5: Phoenix Te~is: A Window 
on Drama Practice in Australian Primary 
Schools - edited by Tiina Moore. 
The im!\ge of the phoenix rising serves as 
a metaphor for the drama practice of seven 
Australian primary teachers. Each has taken 
illustrations from the same picture book - The 
Mysteries of Harris Burdick- and transformed 
them into new art works with a range of 
learning outcomes. 

Mail order form is at end of this publication. 



At Any Given Time 
-----~~ Creating work with young people and their communities 

Sandra Gatten hot, Queensland University of Technology, Brisbane 

I 
n August of 2002, I was lucky enough to meet and talk with National 

Association of Youth Theatres (NAYT) (United Kingdom) chair 

Roger Hill. Roger was back in Australia to undertake further work 

and research with some indigenous communities in North Queensland 

and renew his connections with the vibrant Brisbane youth arts scene. 

We met in the Cosmopolitan Cate, the Fortitude Valley's den of coffee. 

This is an edited transcript of that interview. I began by asking Roger 

to describe his extensive background. 

Sandra Gattenhof (SG): Can I just get you to give me a history of 

where you have come from and what sort of work you have been 

engaging with? 

Roger Hill (RH): Ok. I started out reading English Literature in University 

and then I particularly wanted to go back into something a little more 

practical. So I trained to teach for a year in Leeds University in the 

Postgraduate Certificate of Education. Then I taught for three and 

a half years in a secondary school in the West Midlands. And after 

that I decided that education was a great love of mine, but I found 

it impossible to carry out in schools. So I went travelling again as it 

turned out. After that I came back and I relocated in Newcastle where 

there was a very strong element of support in drama education in the 

Dorothy Heathcote/Gavin Bolton model of drama role play. I worked for 

a couple of years on government sponsored schemes that were about 

that. Then I relocated again and went to Liverpool and I got involved in 

a number of things that were to do with education. When I had been 

in Newcastle I did some work in youth theatre which was in my own 

personal background. I came from a County in the UK, Leicestershire, 

where there was a large amount of drama work but there was no such 

thing as youth theatre when I left it. I went to Liverpool to try and find 

a job as a youth theatre organiser. I got one eventually after much 

trying in the Everyman Theatre which is a repertory theatre and ran the 

Everyman Youth Theatre for a while. I went onto being the Associate 

Director of the Everyman working with professional companies, after 

which I went freelance for what was 13 years. During that time I 

developed my youth theatre work, but not with a particular company 

or group. I became chair of the National Association of Youth Theatres 

(NAYT), I ran lots of training sessions with people, did advocacy for 

youth theatre, I applied for the drama development wotker at the 

Liverpool Institute of Performing Arts (LIPA), under the umbrella of 

the John Moore's University of Liverpool and I understood that the 

plan would probably be after a year of being a drama development 

worker I would be taken on as a full time lecturer. I became a lecturer 

in community arts with an emphasis on drama. And that's where I 

continue until today. I have a lot of contact with the Council of Europe 

Roger Hlll at Liverpool Institute of Performing Arts (LIPA) 2002 

for whom I am a sort of guru on the subject of youth arts and youth 

cultural involvement. And just recently I have been involved with a 

project in Liverpool called ACME. Money was brought from Europe 

through a system called Objective One to boost Merseyside in various 

ways, Money was hived off to fund a rot of support and integrate projects 

that were using arts as the basis for achieving social objectives like 

environmental or social, communications and so on. 

SG: From what I understand there has been a huge resurgence 

in the Liverpool area, not only in the arts, but economically ... 

RH: Yes, there is a lot happening. Some of it may not be very 

deeply grounded, we don't know yet, but Liverpool is making a bid to 

be the European Capital of Culture in 2007. So there is a lot going on. 

Liverpool will take more than copybook regeneration to bring the city 

around, ii has a long history of difficulties. 

SG: You have obvlously had a huge influence not only in the 

Liverpool and Merseyside areas but also the UK and Europe as well. 

When you initially began your work and now if you're working with a 

group of young people whether it be In drama or across an art form, 

where do your influences come from? 

RH: That's interesting because we ran a training conference 

through NAYT a few years ago and I gave the keynote address as 

chair of the association and I said basically I'm not trained. I belong 

to a generation who made it up as they went along. What did I do? I 

learnt how to teach drama from my PGCE work when I was in Leeds in 

my years training to teach and I picked up an excitement about drama 

from a man called Brian Wilks who was teaching there at the time, I 

must have picked up a bit more from reading the odd book here and 
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there, a bit like Viola Spolin. I think the very first youth theatre which 

I ever got involved with in terms of runnin9 it, was text-based. But I 

always felt the most important thing was to create a process which gave 

ownership and drew all its content from the group. So I would say that 

at any given time and al any given place with any given group there is 

only one play that needs to be made. That's what I teach the students, 

totally drawing everything out of the group, out of what is going on. 

Everything else has come from problem solving. When I have had a 

situation I couldn't quite manage I have found a creatlve solution to it 

and I have enshrined tt in my own practice. My practice is completely 

At Any Given Time - Sandra GaNenhof 

case. I have done advanced youth theatre In other directions and I do 

feel that that was one of the times when you could claim something 

of the depth of Shakespeare as well as ihe fact it had all been made 

out of the young people - they all created it, they owned their process, 

we improvised the set, we had devised music, everything, everything 

came from the participants and it was a very sophisticated piece of 

youth theatre. The spontaneity, the freshness. the sense of process, 
the wholeheartedness with which young people periorrn their work 

gives the attraction I think. 

self-derlved and therefore fs not learnt from anybody. The only thing I SG: It is not the-elites! thing, you know, the big opera show that 

do use, from one of my mentors Mike Lei_gh, is pure character derived 

improvisation, the most intensive ever, totally inhabiting a character ... I 

got a lot from his workshops when he was running them on character 

derived drama. Whereas Mike takes everything from character, I've 

also developed a whole series to things involving story archetypes 

and cultural symbols and that sort of thing that I now integrate with 

that. It is a very rich playmaking process. But more importantly is the 

idea, that I live by now, that young people essentially are, .. because 

of that intensive adolescent period they digest an aWful lot of central 

experience which they then work through in youth theatre and present 

again in a completely new fashion and effectively they recycle society 

because they take adult experiences they'd had and things they 

observe and they process them all through a rather unique and creative 

crucible that happens at that age, you know. They are fearless in many 

cases, they say what they want to say and as a result we do attend to 

what youth theatre has got to say. Essentially we are learning a great 

deal about the way society works ... 

SG: They almost critique it for us.,. 

RH'. Two words I always advocate with groups are celebrate 

has blown into town and blown out again. 

RH: Where we have a problem actually In the UK is with the 

existence of the thing called the National Youth Theatre which is an 

organization which has been going for about 50 years now. Basically 

[the National Youth Theatre UK] has become very institutionalised, 

It's become one of those things that does a sort of youth version of 

repertory theatre or it tries to be a national theatre of youth. But it is 

a misrepresentation of what youth performing arts is. We don't mind 

them being there providing they don't hog the limelight. They are the 

sort of people, the longer they go on the longer they claim this grand 

tradition for what they do. And most of the time, to be honest, it's 

misrepresentation and it worries me. The work that I am describing 1n 

the UK now has got a very wide range of people doing a wide range 

of process based work and ,1 would say it is pretty healthy tradition 

at the moment and would probabl'y continue even if funding didn't 

because there is always that impulse. The other boost to it was that 

young people wanted to go into acting and performance because of 

television. During my time, I have seen the standard length of a youth 

theatre show go from being orie hour 30 to one hour. 

and criticize and my instinct is that youth theatre is particularly good SG: 75 minutes is the standard length that I have seen. 

at both. At one point I thought we ought to rename youth theatre in 

the UK. youth performance because there was a terrific tendency to 

pick up on music, video, dance, all the others. In other words it just 

wasn't theatre. But then I kept coming back to this thing that what we 

RH: The one hour fits into the notion of the one hour television 

episode. 

need ls Innately dramatic and If it is dramatic then we may as well calf SG: The soapie episode. 

it theatre for the moment anyway, We need to make sure that there 

Is a connection made with various audiences. I mean youth theatre 

audiences are now wider than they were. It used to be family and 

friends. In 1982 we had some very famous riots in Liverpool - the 

Toxteth Riots - they were not about race at all, they were about police 

brutality. I happen to be maktng a play that summer that became a play 

called "Suffer the Children" which was all about the riots and actually 

RH: And so that is interesting how that is the conception now. 

The conception has shifted and the acting styles have shifted under 

the influence of screen-based stuff rather than theatre-based stuff. But 

H has go1 more young people wanting to see what they can do with 

performance. 

we had the natron's theatre critics sit in on that because they were SG: Can I get you just to ruminate on some of the new and 
interested to know what young people have got to say on the riots. 

And so, it was an interesting moment in the youth theatre scene, to 

be required viewing, If that's the right word, or required attendance, 

for people who would be otherwise consigned into being a special 
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emerging styles you have seen. You have talked about the influence 

of .screen-based work, what are the other things that are emerging in 

the UK that you've seen? 
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RH: Well, it's interesting because every youth theatre starts from 

what I call the 'drugs and street' play. Whenever a new youth theatre 

group comes in that is what they start with. The most interesting 

directions though I haven't seen much of It, there are a number of 

groups experimenting with video and interactivity, not all the time, 

but they do a project every now and then. There will be quite a lot 

coming out of West Bromwich in the UK soon because they raised all 

this money for the country's first digitally interactive community arts 

centre. 

SG: Where is this? 

RH; In West Bromwich in the West Midlands. It's called Jubilee 

is really an outreaching of surrealism at some point. Whilst it did tell 

the Kafka story through the persona of a particular character, he was 

played by many people, they had included lots of their own personal 

texts into the thing and sometimes they just broke off into what seemed 

to be quite bizarre and surreal interpretations, someone would suddenly 

sing a section of a Gilbert and Sullivan song. You were consistently 

jerking from moment to moment, you weren't quite sure of what kind 

of theatre this was. It wasn't a storytelling piece because they weren't 

always telling a story. It wasn't collage because they were doing it in 

an ensemble way all the time. 

SG: You couldn't pin down its form ... 

Arts and they raised all the money and they are spending it now. It will RH: Absotutely not. I mean the way it addressed itself to you 
be a fairly amazing event when it happens. It still raises that question 

about how much digital and live stuff can connect in lots oi ways. 

was both ironic and non-ironic and I just thought well, how did they get 

there? I thought they didn't get there by saying let's do a post modern 

take on "The Trial', It seemed to me what they Were more likely to do 

SG: There Is Philip Auslander's stuff - what is live? What is was to have said, let's play about with this and anything we find useful 

mediated? 

RH: E'.<actly. The other thing is there's much more of a tendancy 

we'll keep and anything we that we keep we'll see if we can combine. 

And that is youth theatre. 

to create multi,art form works with sometimes some music, some hip SG: So the sense of play, playfulness and playing ... 
hop ... 

SG; Why do you think that is? 

RH: I think ii is because of the very diversity of the perfonnirrg 

options available to young people now, I mean a lot of lads might walk 

through the door in an urban area and they are attracted to the idea 

of performance because they have seen an MC, rapper or a break 

dancer and they want to do that first and then some of them move onto 

other things. They Willi also have seen singers in bands, they will have 

seen performance on screen, and very little, If at all, they wilf have 

seen somebody perform in a play in a theatre. They will have seen 

various types of performance so they will be liberated into thinking if 

you can do that sort of dance you can do others. The average show 

tends to be much more of a mix. now of art forms, sometimes combined 

Interestingly and sometimes juxtaposed - the dance followed by song 

followed by the scene. Sometimes that collage effect can be interesting. 

Sometimes it is much more complex. The oddest thing of all, and it 

was benchmarked about 6 years ago now, was, the National Theatre 

in London tends to pair up with a big sponsor Hke British Telecom and 

RH: Yeah. And finding nuggets of meaning that always surround 

the Idea behind "The Trial" rather than ''The Trial" itself. No attempt at 

touching your forelock to Kafka, but at the end of the day It Is worth 

doing cause they found somebody who connected with them. I think 

there might have been a reasonably strong directorial lead. A lead in 

a sense of "let's try things", rather than a lead in the sense of "let's 

do that". I never did find out lots about the production. Every year I 

contribute to the "Big Festival". NAYT runs a big festival in the UK in a 

big open air site, it's like the 'Glastonbury Festival' of youth theatre. We 

have about 1000 young people at it, all bringing their stuff and showing 

it. There is a great diversity of things. There's a tendency for the black 

groups, particularly the London black groups to go for something that 

is effectively a hip hop set with theatre. Some people bring completely 

bizarre ransacked versions of the text. Some people still veer towards 

the conventional, something that would be recognised as youth theatre 

fcom 20 years ago. There ls a lot more phystcal theatre in the UK. I 
see physical theatre used more frequently in production than it has 

been, but I have seen music used more frequently. 

funds a youth-based 'something'. They've been funding youth-based SG; You are probably familiar with the terl'T)s the writerly and 
theatre for a while. They invite certain groups to come and perform at 

the National in a 3 day festival. One of the strange ones that came was 

a performance by a school, interestingly, schools I think can sometimes 

legitimately claim youth theatre as their patch, from a Northern Ireland 

school which was a version of Kafka's "The Trial". It was a very strange 

thing because, I said then and I stfll say now, it was the first piece of 

What I call post modern theatre I had ever seen. Maybe postmodernism 

readetly works, the Roland Barthes description of a readerly work being 

a closed work Where you as an audience are passive, not engaging with 

it. And the notion of writerly works, those being very intertextual, very 

open so you derive your own meaning - how do you see that working 

in a youth theatre context? My point of view is say 10-15 years ago 

they were very closed works, didactic almost and now there are flke 

the Kafka "Trial" pieces, you as an audience member were challenged 
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to make sense of. How do you see that working? 

RH: So much depends on the creative leadership of the group. 

I mean I think there is still a tendency for youth performance in the 

UK to concentrate on having something that will connect. I wrote a 

piece called the 'Four Faces of Youth Theatre" and it was my po)nt 

that U\e first face is the child that steps into the spotlight and starts to 

learn that he can control people by what he does in that space. The 

second face is that sort of early 12-13 year old who suddenly realises 

that they can actually speak out and say things, but what they say in a 

sense is quite formulaic. They have causes they want to speak up for. 

The third face is the face of the group who realise they are powerful 

Al Any Given Time - Sandra Gattenhof 

with as with promenade theatre and so on. Those things have been 

learnt from a small number of interesting theatre practitioners that 

still work in the UK. And the fact that people pickihem up in the youth 

theatre groups is because the one thing we have always got is big 

casts. So, the tendency for people to seize upon something that gives 

a fragmented, sort of open aesthetic has got a lot to do with the size of 

the groups. Techniques are being derived all the time for using skills 

of young people in screen work, and recording work and ,interactivity. I 
suspect that the interactive generation is quite interested in interactive 

theatre. 

enough to fling everything back into the face of the audience. They SG: I was just going to say to you that you·ve talked about the use 

can experiment with outrage. they can experiment with violating all the 

different conventions. And the fourth face interestingly is when all that 

melds back into a notion of completely integrated theatre where all of 

those techniques can be used, but it goes deep. By the time you reach 

the fourth face you are about 20-21 you are beginning to live those dark 

and difficult experiences which somehow 'lead to the deep as well as 

of technology and the impact of screen culture on young people's work 

and the notion of interactivity and what is live and wh~t isn't, ls digital 

live or is it not? Or are mediated forms live? In your view, how is the 

use of the digltal technologies, the mediated technologies impacting 

upon the work of young people? 

genuine ironic. It seems to me the third face If you like, is the point at RH: The screen-based technologies have changed the nature 

which people start to push theatre in the face of the audience, make 

them feel uncomfortable. That in itself is an old fashioned challenge 

in some respects. Outraging is only a limited thing you can do. So to 

leave people hovering between acceptance and rejection because 

they are not sure how to take the piece is a very post modern thing. 

That's pretty much what's happening now. If we clear the ground of all 

those sorts of challenges and produce something that will belong to 

no easy category but it will cause people to react to it in a number of 

dffferent ways. There aren't many leaders In the UK who necessarily 

think that way or only think that way by accident rather than it was part 

of what I would call an understood aesthetic. I have done it myself, I 
know a few people who have. If you are communicating with friends 

and family to a certain extent you have to develop a certain style. 

SG: They have to temper the work a little bit. 

RH: But once you are bold enough to play to a general audience, 

then at that point you're liberated into saying all techniques are valid 

and all techniques are usable because effectively we are in the public 

domaTn now. I th'ink a number of youth theatres have had the ability 

to do that because they have been given the option and they are 

sponsored by mainhouse theatres, they are effectively based there. 

The tendency towards cut-up, the tendency towards scenes that you 

have to connect rather than having the thihg told to you. The breakdown 

of narrative and the tendency for., 

SG: Disjointed text. 

RH: And also there is much more site specific work done by youth 

theatres Where effectively the pieces and number of aggregations of 

performance you can see in any order and that is being experimented 
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of acting. II is something we have to unlearn in many cases. An 

understated naturalism with a certain banality that comes from the 

soaples stuff. you actually have to help everybody move beyond but 

at the same time it has caused a lot of young people to be interested 

1n It, so it has had a very good Impact. The idea of the labyrinth as the 

multiple choice form is coming to the fore more now I think as a result 

of the game based culture. Hip hop and it's soundtrack to an f nteractlve 

culture is now very prevalent and that In turn has feed back because 

I think the stuff that has been created with hip hop in it1 then becomes 

very susceptible to reinterpretation as pieces of screen. With V Js, and 

there is a certain amount of work w1th V Js now, this idea that you can 

stop the action and continue the action on screen and come back and 

cross-cut different experiences that way. What's happened is that the 

technology has become cheaper and more affordable and there have 

been more training courses 1n the use of it. So in the last ten years 

pretty much every youth theatre has got some susceptibility towards 

video. It is not a huge leap from what is live and what ,is screen. But 

if you said to me out of the 700 youth theatres in the UK, how many 

are experimenting with open structure, I'd say probably maximum of 

about 200 do that in an intentional way. A lot of them are still fighting 

their way through the drugs on the street play, But there is a greater 

tendency to pick up the video camera, a greater tendency to think 

about game culture and build it into experiences. 

SG: Can I get you just to finish off ... if you were trying to vision 

what you think youth theatre should be in our current world scenario, 

what would it be? 

RH: First and foremost ll would be in. touch with itself. Which 

is to say that the commonality would be that a group in Bangladesh 

would be in useful and creative touch with a group in Hampstead, a 
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group in Tulsa and a group in Adelaide. In other words, if we believe 

that we hierarchical structures are the sou roe of tension and conflict in 

the world we must develop an equivalent of a sort of interactivity that 

enables young people wherever they may be to be in touch with each 

other. Like an underground communication system based on shared 

values. The second thing is that I believe pretty much all valuable youth 

theatre Will be created out of the experiences of the groups. There will 

be no foisting on the group the unrealised artistic visions of a leader 

who couldn't make it in any other sort of theatre. There would be text 

in all its forms. Everything in a sense would be text. And then on top of 

that, I would want all youth theatres have a level of management which 

engaged young people in negotiating the relatronship between their 

work and the society that is surrounding them and making decisions. 

Expressing, discussing and decfding - that was the great human right. 

People say to me what does youth theatre do? And I say it expresses, 

discusses and decides. That process is intrinsic to youth theatre. I 

wouldn't like to see a gold standard for youth theatre throughout the 

world. I would like to think it is always in flux, that it would react to 

whatever social situation surrounds it. In some countries it would be 

activist and in some it would be a creative oppositfon. I think the more 

collaborative it can be the better - nationally , internationally, locally 

whatever, I think that new technologies will enable a greater exchange 

of ideas and the ability to feed each other with different content. The 

best theatre has a poetry about it. And I think it is up to youth theatre to 

carry on the task it has found Itself with which is creating the new poetics 

for the theatre of the 21 st century. I think young people performing has 

still got huge mileage and we are going to need that creative nexus 

for probably the next 30 years. I think getting. us through that next 30 

years has got a lot to do with whether we harness youth creativity or 

not. 
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