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PUSHING THE 

IMAGINATION ... 

On a brilliant sunny and energised afternoon last October 

in Sydney, I sat listening to the passionate discourse 

between delegates participating at Dramaxis, our national 

conference. It was indeed a kaleidoscope of sharing and 

discussion, highlighting the innovative, the surprising, the 

provocative, and the familiar ideas and perspectives on 

offer across the wide array of workshops and keynote 

addresses. I am continually surprised at these gatherings 

by the richness of talent which exists in our drama 

community - talent which seems to continually offer new 

and exciting ways for us to approach drama in our 

classrooms, talents which just seem to be able to take tried 

and tested pedagogic ideas and approaches and make 

them unique and inspiring all over again. 

This then is what ADEM is about - sharing and exploring, 

challenging and encouraging new ways into drama 

teaching and practice. Gathering units of work is not easy 

however. Many drama educators seem reluctant or coy 

about sharing their work with colleagues, and yet, time 

and time again at these national conferences, I see 

workshops which should be spotlighted, should be 

pondered, should be adapted, implemented and 

celebrated in our own classrooms. It is only in this way 

that we can continue to evaluate our own practice and in 

turn, endeavour to push through safe and familiar territory 

to discover new frontiers of work which will excite, 

empower and delight our main concerns - the students. 

As I write, I am reminded of a profound statement made 

by Dr. Maxine Green (Professor of Philosophy and 

Education at Teacher's College, Columbia Univerisity, New 

York) in a live video link with New York at the recent 

Pushing the Imagination symposium, part of the Brisbane 

Energex Festival. Whilst Green was talking more broadly 

about her own approach to teaching in the arts, her 

statement was particularly powerful for me as a drama 

educator. She says that in her artistic practice, she lives 

each day in "dreadful freedom at the risk of a free fall." 

This then is her response to pushing the imagination of her 

own aesthetic journey, of heightening her students' 

awareness of possibilities in their own artistic lives: 

encouraging and challenging them to risk, to explore, to 

push beyond walls, to not be confined to square rooms 

and mundane musings. In considering this notion of 

pushing the imagination beyond familiar margins, I would 

see ADEM as a catalyst for us to reassess and renew our 

drama practice and to push it on to new frontiers. I 

Lielieve, as ur1cJouliLecJly you Jo loo, that Lhe 111ost 

powerful way that we can create new ways into drama 

teaching and learning is to keep exploring and sharing our 

ideas and visions. 

The true spirit of ADEM has always been to highlight 

conference offerings but in recent years, direction has 

reshifted to a juxtaposition of conference proceedings with 

units of classroom work not necessarily presented at the 

national conference. Due to timelines, IDEA '98 does not 

receive full coverage here, but next year, a special edition 

of NJ will be dedicated to the Kenyan experience 

highlighting all the richness and variability of this unique 

gathering. Following this editorial, Christine Comans, 

NADIE's Director of Publications, reflects on that 

experience which was so profound for many delegates. 

In this ADEM issue, we offer a variety of opinions, styles 

and approaches - some from Dramaxis 1997 and IDEA 

Kenya 1998, and others from exciting work being done 

across the country in an array of schools and institutions. 

Norah Morgan's Dramaxis keynote address, Positioning 
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The NJ Index 1976-1996 
{Disk format only) 
Edited by Philip Taylor 

The data which form The NJ Index 1976-1996 are now available on disk. 

Members involved in researching some aspect of drama education can 

purchase the disk and conduct their own search of the data based on their 

subject, keyword and author interest. 

Please note. Previous advertisements advertising the data for $70 (members) 

and $80 (non-members) were incorrect. The current prices are as noted 

below and include postage. 

NADIE Members:
$12 (includes postage) 

Non-NADIE Members:
$16 (includes postage) 

International subscribers add $2 for postage for each order: 

Purchases will need to have access to the software Papyrus tm version 7.0.11, available
from computer retailers or from 2718 S.W. Kelly St, Suite 18-1, Portland, Or97201, USA.

Complete the enclosed form now. Limited numbers only produced. 

Name:---------------------------------

Address: ____________________________ _ 

Please send me _______ (copies) of The NJ Index on Disk

My cheque made payable in AUD to NADIE is for$ ____ _ 

Charge my credit card (MasterCardNisa) No. ________________ _ 

Expiry Date: _________ _ Signature: _______________ _

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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IDEA •95 

Selected Readings in Drama and Theatre Education 

edited by Philip Taylor and Christine Hoepper 
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Non-NADIE Members: 

$20 (includes postage) 
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Multiple Copies (10 or more): 
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NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 

11 i' 72 A D E M
- -

'•' 

: EDITORIAL 
� I � - -

Drama in the Arts, reminds us of the continued need for 

drama advocacy in the wider community. Her descriptive 

case study of the value of using drama with difficult groups 

serves to reinforce what drama educators have long known 

to be true - drama can change the way our young people 

view themselves and their world in extraordinary ways! 

Additionally, in response to the Kenyan experience, Kate 

Donelan documents a fascinating account of giving a 

workshop at IDEA '98 where merging cultures 

collaborated to share and explore divergent approaches to 

drama education. 

You will notice in this edition, an insert titled Gender 

Equity Policy and Guidelines. This insert is the 

culimination of NADIE's special project on gender equity. 

It has been researched and written by the Special Project 

Officer Gender Equity, Sue Davis, Head of Performing Arts 

at Kenmore State High School, Brisbane. NADIE hopes 

that all members will find this excellent and timely 

IDEA '98: The Kenyan Experience 

In July I attended IDEA '98, the Third International 

Drama/Theatre and Education Congress in Kisumu, Kenya, 

hosted by the Kenyan Drama and Education Association -

and I would not have missed the experience for anything! 

About fifty Australians attended with the majority coming 

from Drama Victoria. We were the biggest delegation from 

any country, and our large numbers were a great tribute to 

Kate Donelan's advocacy for IDEA and this Congress. 

Yes, there were serious organisational problems and a 

good deal of frustration about transport and 

accommodation. Yet, despite the problems, the Congress 

was rich in the opportunity for real cultural exchange and 

understanding. I made a point of attending as many 

academic sessions and performances by African delegates 

as possible. These exchanges made real for me those terms 

what we al I teach about in our classrooms - drama as 

document useful in meeting specific gender related issues social action, theatre for change, learning through drama. 

and concerns in their schools and particularly in their 

drama classroom. In these few lines, it is impossible to do justice to the 

experience of IDEA '98 or the confronting experience of 

Also in this issue, the primary sector of education, a 

sometimes neglected area of aesthetic learning, is catered 

for in Sandra Gattenhof's delightful unit, 'The dark and 

being in a developing country such as Kenya. I hope those 

of us who attended can share our experiences in more 

detail in other forums. Look for next year's edition of NJ 

other scary things,' and Jenny Simon's and Robyn Ewing's which will be devoted to the Kenyan Congress. 

wonderful work with pre-text literature, Cat, you better 

come home! 

For older students, there are some excellent units offering 

a range of activities from process drama to exploring 

archetypes and stereotypes in drama text. I hope you find 

them useful. No doubt as you read them, your own ideas 

will be activated as to how to use them effectively in your 

classrooms. Perhaps your own unit of work will develop 

from someone else's new perspective, and will be able to 

be featured in the next ADEM. Looking forward to hearing 

from you. 

Tracey Lee 

(Editor) 

Christine Comans 

Director of Publications (NADIEJ 

{ A -D� E M s , 
- -- - . �-



•Professional Products

•Demonstrations and Workshops

•Friendly and Valuable Assistance

•Help with quantities for productions

•Guidance for Rock Eisteddfod

Ring Jan or Narelle 
at 

Make-up for: 

Characters 

Clowning 

Fantasy 

Media Studies 

TV 

Film 

21 Hants Street HAMILTON Q. 4007 

PH: (07) 3268 7076 FAX: (07) 3268 3100 

,-

;" 6 A D E M 

- • -

'l O R D E R S 
� . .......... � -

ORDER COPIES OF NADIE RESEARCH 

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 practices will be reviewed. An Aesthetic Framework 
based on fieldwork observations is proposed which has direct implications for drama 
teachers and their students. 

Judith McLean is currently co-ordinator of the drama teaching program in the Academy of 
the Arts, Queensland University ofTechnology. Judith is deputy chair of the Theatre Fund of 
the Australia Council and is a Board member of the Queensland Theatre Company. 

NADIE Members: 

$12 only (includes postage) 

Non-NADIE Members: 

$16 only (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$1 0 each ($12 for non-members) 

Name: ___________________________ _ 

Address: __________________________ _ 

Please send me ______ (copies) of Aesthetic Framework in Orama.

My cheque made payable in AUD to NADIE is for $ ___ _ 

Charge my credit card (MasterCardNisa) No. ______________ _ 

Expiry Date:. _________ Signature: _____________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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ORDER COPIES OF NADIE RESEARCH 

MONOGRAPH 1 

Pretext and Storydrama: 
The Artistry of O'Neill and Booth 

Edited by Philip Taylor 

NADIE Members: 

$12 only (includes postage) 

Non-NADIE Members: 

$16 only (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$8 each ($10 for non-members) 

Complete the enclosed form now. 
Limited numbers only produced. 

Name: __________________________ _ 

Address: _________________________ _ 

Please send me ______ (copies) of Pretext and Storydrama.

My cheque made payable in AUD to NADIE is for$ ___ _ 

Charge my credit card (MasterCard/Visa) No. ______________ _ 

Expiry Date: ________ Signature: ____________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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POSITIONING DRAMA 

IN THE ARTS 

Norah Morgan, Brock University, Ontario Canada 

A Keynote address delivered at the NADIE Conference, Dramaxis, Sydney, October; 1997. 

The future of education in my country Canada, seems to 

be at risk. The economic realities of the 90s appear to have 

switched off the future for a great many. For teachers, 

students and administrators there is less money, no 

security and not much hope. Observers of the educational 

scene (from parents to CEOS of multinational corporations 

and it would seem everyone in between) are concerned 

about a system which produces graduates whose skills, 

they say, are inadequate. "Back to Basics" "Cut the Arts" 

they cry, seemingly unaware that the 'Arts' are 'Basic' This 

results in the fundamental purposes of schooling 

becoming so weakened that to quote Postman (1995), 

"without a transcendental purpose, schooling must reach 

its finish ... with such a purpose, schooling becomes the 

central institution through which the young may find 

reasons for continuing to educate themselves" 

What is the purpose of schooling? 

"Pedagogy. that is to say the systematic training of the 

young is rated equally with consciousness, (self 

awareness) social attribution, aesthetics and language as 

uniquely human adaptations." (Premak in Donald, 1991) 

The driving force of any species is the need to survive so 

let us go right back to the beginning - early man and 

woman over a million years ago. The means by which the 

human species survived was by passing on what it had 

learned from its experience to the next generation. Even in 

modern times, before the Industrial Revolution, fathers 

taught their sons and mothers their daughters the means to 

survive. The fundamental purpose of pedagogy has not 

changed. The systematic training of the young is as 

fundamental to the survival of the species today as it was 

for Homo Erectus over a million years ago. 

Survival of the species demands an understanding of what 

can and what cannot be controlled, and the ability to 

adapt that understanding to changing circumstances. The 

hunting, growing and gathering of food and building of 

shelter was controlled by developing skills to create new 

tools and learning how to use them. These we identify as 

the pragmatic skills. The tool is the means by which 

human external activity is aimed, at not mastering and 

triumphing over nature, but at collaborating with nature. 

That which we do not understand we fear; that which we 

fear controls us. From the moment prehistoric peoples 

became aware that they were both the subject and object 

of their world - I can 'do' and also 'be done to' - they were 

concerned with, if they were to survive, the need to know 

how to control the 'other' if it was not to control them. 

Primitive peoples dealt with the uncontrollable by 

'representation' thus explaining the unexplainable in 

terms which they could understand. 

The development of the skills to cope with the 

uncontrollable we have called the metaphoric skills. 

Through the creation and expression of these metaphors in 

pictures (cave paintings of the hunt where they could 

observe themselves from outside the picture) dance (to 

encourage rain during severe drought) and sound (the 

beating of drums to drive away evil spirits), they behaved 

as if they were in control while acknowledging powers 

that were greater than themselves. 

Central to the capacity to exercise these skills is the 

imagination, the function of which is "to enable the 

human beings to build thought models of the real world" 

(Rugg, 1969). In drama today, we distance our students 

from the present by working in the past or help them to 

come to terms with what they do not understand by 

er.� - �.. ~ ,,.,. 
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Drama, Dance, Poetry, Cultural Studies, Research & Advice, Media, Criticism, Masks &

Body Bags, Scripts for study and performance, Educational discount, Interstate & Overseas 

I NEW INTO STORE: I 
'Playforms' .. 7 genre scripts. 

'Springboards Australian Drama 2' (Gadaloff). 

'Looking for the Moon' .. Francis. 6 plays for lower secondary. 

'Performance: Tourelle' .. written for Australian school curricula. 

'Chinese Opera' . .images and stories beautifully illustrated. 

'Method Actors' .. famous followers of the method. 

'This Way Out' .. new script by Isabel Carmody. 

I OUR NEW ADDRESS: I 
51 Edward Street, Brisbane. 4000. 

Ph. (07) 3221 3707 Fax (07) 3221 8537 

(Still in the heart of the city) 
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incorporation to enable the consortium to participate in 

the proposed University of South Australia Bachelor of 

Education (Graduate Entry). This 'end on' degree allows 

the consortium the potential to have a partnership/role in 

specific courses. There is also the potential for our 

association to be seen as more professional and bring us a 

wider range of clients. 

CEASA INC 

Through our partnership with CEASA, SAADIE has been 

able to attain very reasonable rates for public liability 

insurance. 

Stage 2 Syllabus 

Earlier this year, SAADIE members were invited by the 

Drama Subject Advisory Committee of the Senior School 

Assessment Board (SSABSA) to attend a Draft Stage 2 

syllabus meeting. Members who attended were able to 

contribute to issues such as course prerequisites and 

content, selected texts, and teacher workload. The draft 

syllabus is now awaiting final approval from SSABSA. The 

syllabus will be trialled in 1998 and implemented in 1999. 

SAADIE has also conducted a statewide professional 

development survey to ascertain not only who was 

teaching drama, where and in what capacity, but also 

when teachers prefer to attend professional development 

activities. The results of this survey are still being 

compiled. 

Newsletter - Drama Works

'Drama Works', the new SAADIE newsletter, aims to 

inform members about what is happening in matters 

related to drama in education, including professional 

development opportunities, arts industry links, and 

resources. SAADIE hopes to encourage members to 

become more actively involved by contributing ideas that 

promote the development of excellent classroom practice 

in drama education. 

Content 

'Drama' Works contains information that drama teachers 

find useful. As well as good classroom practice, we 

publish reports from people who work within the industry. 

It is about both executive and members contributing and 

sharing ideas. These contributions can be in the form of a 

drama lesson or unit that works well with a particular 

group of students, or perhaps a more philosophical 

approach sharing ideas about the significance of drama 

education in the development of the child. Drama Works 

provides members with a forum to publish their thoughts 

about this important area of learning in arts education. 

Professional Development 

As well as our participation in the Artwork conference, 

SAADIE is currently planning a two day mid term 

conference focusing on curriculum issues as well as skills 

development. 

David Hill 
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'representation'. In my own community a young student 

was kidnapped, raped and murdered by a multiple 

murderer, and her colleagues created and performed a 

dance drama dedicated to the girl, using their skills to help 

them cope with the horror of the situation. It was most 

sensitively done, guided by an understanding teacher. 

In a technology driven world, the value of the pragmatic 

ski I ls is unquestioned but the value of the metaphoric ski I ls 

tends to be regarded as exclusive to the artist, but as 

Postman (1995) says "a metaphor .. is an organ of 

perception." As early peoples developed, the teaching and 

learning of the pragmatic and metaphoric skills took place 

within a social context which operated through a set of 

rules and procedures guiding behaviour in different 

situations. 

Survival in the hunt meant not only having the right tools 

and knowing how to use them but that success depended 

on the users knowing their places (status and position) and 

the order in which things occurred. As they became more 

competent so they assumed more responsibility and the 

privileges that are a part of that responsibility. 

The operation of social skills in the classroom and beyond 

are imperative adjuncts to effective teaching, learning and 

living in today's society. 

Survival, in terms of the early development of our species, 

meant constant change, adaptation and refinement, allied 

to economy of effort. If the pragmatic, metaphoric and 

social skills were to be passed on efficiently something 

else was needed and that something else was language. 

As the changes in skills influenced the developing 

language so language influenced the ways in which skills 

were refined. Language today continues to influence and 

be influenced by our changing world. To sum up: The 

fundamental purpose of pedagogy, ancient or 

contemporary, is to ensure our survival through the 

teaching of pragmatic, metaphoric and social skills 

appropriate to the times: language and imagination are the 

primary media through which these skills are extended. 

T • 
..... , 

Well, all this sounds familiar when we consider our 

discipline and that of the other arts (dance, music, art, 

film). They are essential for survival in that they demand 

pragmatic, metaphoric, social skills, imagination and 

language and must be recognised as such. In spite of the 

fact that students who are regarded as academically gifted 

work hard to retain their high marks in the Arts, some 

teachers and administrators claim that the reason some 

students who do poorly in the 'academic' programme but 

do well in the Arts is because the subject is 'easy'. It seems 

strange that without real understanding of the subject, they 

regard it as not being challenging. 

I speak now for our discipline, Drama. Have they 

considered that the reason these students do well might lie 

elsewhere, for instance, in the way the subject is taught? In 

drama, students are engaged through body, mind, feelings 

and spirit (if we think of matters of the spirit as concerned 

with morals, principles,ethics). Drama engages students 

because of its holistically challenging nature and they do 

well because it not only challenges them as individuals, 

but as a group. The sense of community which is 

developed through effective drama teaching capitalises 

upon the opportunities for Vygotsky's 'Zone of Proximal 

Development' as it places students in learning situations in 

which those who know or have more and different 

experiences, "pull" those who do not know or have not 

had those experiences 'up' to a more complex level of 

operation. 

Where should drama position itself in the Arts? 

I have chosen to answer that question with a specific 

example: 

Jane Brown - not her real name - was a student in Fine Arts 

and Drama at a Faculty of Education. Her Practice 

Teaching took her to a local high school where she was 

told by the Art Teacher to do a series of classes on 

Canadian Art. The students, 24 in number (80% male) 

were an unruly group with low academic skills and no 

interest in Art. As Carole Tarlington once stated :"a class 

from Hell" There is a superb Gallery devoted to Canadian 

Art about one and a half hours drive from the school. She 

was not allowed to take the class on a field trip because 

they had behaved so badly on their previous class 

excursion. 
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Armed with books about Canadian art and copies of their 

work, she entered the classroom and braced herself! She 

introduced herself and questioned them to find out what 

they knew, understood and felt about the work of 

Canadian Artists - not much! She followed this procedure: 

(1) They were told to find a partner to work with.

(2) The pairs were told to choose an artist that interested

them. Their lack of interest made it relatively easy as 

they chose the one at hand. Every pair had a

different artist. 

(3) They then had to answer the following on paper 

provided:

• Where was the artist born? 

• When was the artist born? 

• When did they die?

• When were most of the pictures created?

• From looking at the pictures what might the 

artist's life be like? 

All very easy questions but the last one made them look 

more closely at the pictures. One reply: "He must have 

hated the cold as all his pictures are about winter and he 

did not live in a place where it was cold all year long." 

(4) She told them to pick a particular picture that appealed 

to them and questioned them as to why that particular 

painting was chosen. The answers were varied from: 'It 

was on page 1' to 'I saw a picture like that on a calendar 

from the Drug Store' to 'We like the shapes and the 

colours." End of lesson. She collected the pictures and said 

that they would continue next class. 

At this point Jane decided to bring in an experienced 

drama teacher in role as the owner of a gallery who 

wanted pictures for the Canada Room. The Art teacher was 

doubtful whether the students would co-operate as only 

one student in the group had taken a course in drama in 

high School. On Day 2 all were present! The drama 

teacher (D.T.) was introduced as a guest who told the class 

that she would be in role as the owner of a gallery. They 

also would be involved but would not be expected to 'act' 

but just to be themselves in the imagined situation as she 

would be herself. 

D.T. (in role): Thank you for coming today to offer your 

pictures to be displayed in the Canada Room in my gallery. 

I need the pictures for a period of six weeks. My gallery is 

well insured and security is excellent. The usual fee will be 

paid for the loan of the pictures.' (Money helps self

motivation!) 'Here are the dimensions of the room.' 

These were taped on the floor before the class entered. 

The pairs continued to discuss the appropriateness of their 

chosen painting as the Art teacher and Jane filtered among 

them listening and asking questions.The D.T. resumed role 

and each pair, in turn, had the opportunity to convince the 

gallery owner that their picture should be accepted. 

It was at this point that the class commitment began to 

develop. The students not only answered questions but 

volunteered information about the pictures that they had 

discovered for themselves. At no time was a role suggested 

for the students. Some remained themselves in the 

imagined situation, some took on the role of the artist, 

some took on the role of the artist's agent. 

One pair had chosen a vast painting which would have 

covered a whole wall. It was rejected (kindly, pointing out 

that there were other galleries who might be interested). 

They refused to be left out and produced another painting 

by the same artist. "It was a toss-up which one to choose." 

The pictures were placed and discussion followed re 

colour, light, date of creation and size. One of the less 

interested boys had brought in his 'ghetto-blaster' and 

tapes. The class accepted his idea of music only insisting 

that the music be by a Canadian composer. A lively 

discussion followed: an environmental study was chosen. 

A junior class was, at the suggestion of the students, 

brought into the gallery and were told on arrival to look at 

all the pictures and then to stand by the one they "felt 

comfortable with". The original students acted as guides 

asking the questions they had been asked as well as 

questions they had developed and supplying information 

in reply to the visitors' questions. 
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Wright, and Kathryn Smith revamped the newsletter 'Do It 

Now!' to provide interesting information about a huge 

range of activities for members. It is with sadness that I 

farewell both these members of the Committee as they will 

not be standing again. David has given so much to the 

Association over a number of years, not only in his role as 

journal editor but in his perceptive advice and 

contributions to meetings and decisions. Kathryn has only 

been on the committee for a short time, and would wish 

to remain but is returning to Perth for family reasons. New 

South Wales has lost a talented drama teacher in Kathryn. 

I know that all EDA members wish them the very best in 

the future. 

Another committee member leaving the fold is Marion 

McNaught, who has been invaluable as Membership 

Secretary. Marion has served the Association in many ways 

over many years, at conferences, giving workshops, acting 

as Secretary as well as Membership Secretary. Marion has 

been a tireless worker, a friend and I thank her for all her 

work on behalf of all members. My gratitude to all 

committee members who have served while I have been 

President: to those who are continuing I wish them energy, 

courage and continued support from the members. 

To Teri Kamasz my gratitude for friendship, patience and 

strength to keep going when things were less than smooth. 

I wish her all the success she deserves. To the Association 

and its members a warm and heartfelt gratitude for friends 

made, intelligent criticisms and suggestions, and for the 

continuing sense that what we do as drama teachers is the 

most important thing of all and deserves the best support 

that can be offered. 

Drama's battles are not over and they are worth fighting. 

To fight them well, we need strong professional 

collaboration - something we teach our students and one 

of our greatest assets as a subject. Help the EDA continue 

to build the future of the subject with all the creativity, 

passion, joy and skilfulness that we can muster together by 

- - � -
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supporting an Association that can speak with strength for 

us. 

Di Mackenzie 

SAADIE 

PRESIDENT'S REPORT 

The first meeting in 1 99 7 took the form of a strategic 

planning session. This enabled planning for future 

directions and to set priorities. This year SAADIE Executive 

have focused on: 

• Partnerships with ARTS SA, CEASA INC, and the arts

industry 

• Surveys

• Newsletter

• Professional development 

Partnerships 

Throughout 1995 and 1996, SAADIE joined with four 

other state based professional arts associations and formed 

ARTS SA Consortium. Funded through NPDP, ARTS SA 

employed a project officer, Ian Hamilton, to organise, 

market and where possible negotiate accreditation from 

the University of South Australia for our professional 

development activities. Without the benefit of N PDP 

funding this year ARTS SA Consortium has continued, 

albeit with a greatly reduced capacity. Funding provided 

in 1996 through CEASA for 'The arts and the world of 

work,' (a collaborative project further developing teachers 

of the arts understandings of arts work pathways) is being 

used to develop resources and provide professional 

development. 

An Artswork conference will be held mid term four to 

develop teacher's knowledge and understanding of arts 

work related issues. ARTS SA is currently seeking 
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• Liaising with teacher unions to improve our working

conditions, starting with the AEU by setting up a

subcommittee for Arts teachers, looking at relevant

OH&S issues. The first issue is drama teaching

conditions in ACT schools.

• Contact the Principals' groups to heighten awareness

of these issues.

Bren Weatherstone 

EDA PRESIDENT'S 

REPORT 

It is with mixed feelings of regret and relief that I write this 

1996-7 report as President of the Association as I have 

decided not to restand for the position. I have been 

President of the EDA for three years and Vice-President 

and Membership Secretary before that. EDA has formed a 

large part of my life for several years and I think it is time 

for change both for myself personally to find time for other 

things and to allow newer and fresher input into the 

running of the Association. 

The Chinese have a wonderful curse: "May you live in 

interesting times". Well, these certainly been extremely 

"interesting times" for the EDA and for Drama in NSW. In 

1994 the Association faced a financial crisis that 

threatened its viability. It was an "interesting time" to 

accept nomination for president of the Association. The 

treasurer's reports of the past three years give members 

account of the ways in which the financial footing of the 

Association has been restabilised and I have to thank both 

the treasurers and administrative officers who have served 

the Committee during these years in making this possible. 

Every member of the Committee has helped with the 

process and we now have a financially viable professional 

association with an efficient administration and 

considerable vigour in its activities and which speaks with 

a strong advocacy voice for the drama teachers of this 

state. 

In particular I would like to thank Steven Wimmer and 

Mark Hopkins for their contribution as treasurers of the 

Association. A very special debt is owed by me, by the 

Committee and the Association as a whole to Owen 

Michaels-Hardy for his efficiency, endless commitment 

and dedication to the daily operation of the Association. 

Without his special qualities I think the weight of the 

Chinese curse would have made the Association and its 

president sink beneath the burden of events. He has been 

a friend and support and I will miss working with him. 

The Association in the past year repeated its 1995 State 

Conference success with 'Treasure: the Wealth of Drama' 

in May at Stewart House. We chose this title with the 

consciousness that drama's value in the curriculum had 

once again been questioned. Media reports had named 

drama as a one of the subjects identified as a "soft option" 

by the McGaw Review. Not all subjects have survived in 

the wake of this review and EDA can be justly proud of the 

swift actions it took to launch a special advocacy plan for 

the subject. 

Each member will have received a copy of the detailed 

response sent by the EDA Committee to the McGaw 

Review. At the state conference speakers included Mr J. 

Cook, from the Board of Studies, Dr Jim McMorrow from 

the HSC Review Secretarial Mr. Stephen O' Dougherty, 

Shadow Minister for Education, and drama teachers were 

able to voice their concerns about the status of the subject 

and its value to students. Over 1 50 teachers attended the 

Conference. I would like to thank all those associated with 

the organisation and running of the conference, especially 

the tireless committee members who worked before, 

during and after the event to make it a resounding success. 

In the worst of times we have also been able to deliver 

some of the best. This has been an interesting workshops 

program year of great variety organised by David Van 

Vuuren and Owen Michaels-Hardy. The journal JEDA, 

continued in strength under the intelligent hand of David 
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There were follow ups: 

(1) The Art teacher was overawed by his students'

commitment and he persuaded the Principal to allow

the class to visit the Canadian Gallery where some

saw their paintings hung. One of the gallery workers

thought that they were agents!

(2) A small group of students created a catalogue for

their Canada room.

(3) Some students visited their local gallery.

What was it in the drama that invited the students to 

invest in the work? 

Was ownership created through the drama? 

Was it the fact that they had responsibility for the work? 

Was it that they had the opportunity to pass on what they 

had learned to others? 

Was it that they were given opportunities to discover what 

they knew but did not 

know they knew? 

There was one follow up for the Student Drama Teacher. 

She was given a four week contract with the school to 

work with teachers using drama strategies and techniques 

to enrich the learning experience. It seems that Drama 

should be positioned at the centre of the Arts Education 

as these students used the pragmatic, metaphoric and 

social skills, language and their imagination for a 

worthwhile learning experience. 

Norah Morgan is Adjunct Professor at Brock University 

Ontario Canada. She is co-author with Juliana Saxton of 

'Teaching drama: a mind of many wonders' and 

'Asking better questions.' 

- � 
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ANOTHER PLACE, 
ANOTHER TIME 
LEADING A WORKSHOP AT 
IDEA '98, KENYA 

Kate Donelan, University of Melbourne 

IDEA '98 is a Congress that insisted on its place: locating 

it in Kisumu made it not just another anonymous 

international event. 

[Jaya Graves, Keynote speech on the final day of 3rd IDEA 

World Congress of Drama/Theatre and Education, Kisumu, 

Kenya]. 

Ethnographers study human events in the context in which 

they occur. 

[from notes for workshop participants at 'Another Place, 

Another Time' conducted by Tiina Moore, Martin Arnold 

and Kate Donelan on Tuesday afternoon 14 July at IDEA 

'98 Congress] 

CONTEXT ONE: THE ROAD TO TOM MBOYA 

LABOR COLLEGE 

The asphalt on the road to the Tom Mboya Labor College 

is buckled and pot-holed. Over-crowded buses and taxis 

with wrecked suspension weave their way across the road 

to avoid the deepest ruts. The frequent sight of passengers' 

arms cheerfully protruding from the windows, roof and 

doors of passing vehicles gives fresh meaning to the IDEA 

'98 Congress logo with its circle of outstretched 

celebratory hands. Joining other international delegates 

we trail along the dirt tracks at the side of the road, 

heading for the College, one of four Congress venues 

dotted in and around the township of Kisumu. We carry 

equipment for the day: bottled water, sun-hats, insect 

repellent and long-sleeved garments to cover exposed skin 

at dusk when the clouds of mosquitoes descend; valuables 

are safely tucked into pouches under our clothes. 

Today, Tuesday, there are cows meandering along the road 

in front of the College as a clapped out mini-bus with an 

asthmatic horn and a pale blue IDEA '98 Congress banner 

draped across its back roars past us. Trailing a cloud of dust 

that settles gently in our hair and eyes, the bus disgorges a 

large group of Kenyan young people; they shout 'jambo' 

to us, and link hands with hundreds of other participants 

milling around the entrance. As we arrive at the College, 

patches of sweat already marking the backs of our shirts, 

an old, old man playing a traditional three stringed 'nyatiti' 

with his toes begins his musical improvisations for the day. 

Vendors and beggars have already claimed their daily 

territory outside the College gates. I greet a stall owner 

who yesterday crafted me a mosquito out of water 

hyacinth - the plant that is choking Lake Victoria. Just 

inside the gates to the College a group of school children 

in uniform begin a celebratory chant: 'IDEA has come to 

Kenya!' 

PREPARING THE WORKSHOP 

Back in Australia our planning happens in Martin's 

primary school staff room after school hours. We know 

that the scope of our session is ambitious: to explore 'pre

text', drama structures and ethnographic research. The 

three of us have been involved in the Australian primary 

drama project in which classroom teachers from around 

Australia have planned and taught drama sessions using a 

common pretext: van Allsburg's 'The Mysteries of Harris 

Burdick.' Tiina is the coordinator of the project and one of 

the participating drama teachers, Martin is a Melbourne 

classroom teacher whose drama structure with his grade 5 

class will form the basis for our workshop in Kenya, and I 

am a co-researcher with Tiina in her grade six drama 

classroom and a guide for the 
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Aboriginal performer and playwright, Allyson Mills. This 

project was funded by the NT Joint Council of Professional 

Teaching Associations and we intend to submit for further 

funding to broaden the work already started in this area 

into remote NT Aboriginal contexts and even close Asian 

contexts. Members will attend the submission writing 

workshops provided by the Council prior to the 

submission deadline. 

The Drama and Dance Project, which sits within the 

NTDE's Curriculum Advisory Support Unit (CASU) and 

was proposed by NTADIE for 1996-97, is now nearing the 

end of its life. The project has supported teachers, primary 

and secondary, in their development and implementation 

of teaching programs in drama and dance through on-site 

support, central inservices and incountry professional 

development opportunities. As a result there is now a far 

greater network of teachers implementing drama and 

dance in schools. 

Although the project has a specific target aurliPnrP, thP 

project officer, Liz Pearse, has sought and maintained 

advocacy opportunities through networking, developing 

interdepartmental/agency professional development 

programs, membership on the Arts Subject Area 

committee and T-I0 curriculum writing officer to 

implement 'Performing Arts Across the Curriculum' has 

been proposed by NTADIE, we currently await the final 

outcome on the proposal. 

Growth in membership as well as our diverse 

representation of members from Darwin to Yulara, primary 

to secondary and teachers to performers has been 

maintained over the past twelve months. The executive 

now also includes members from the central Australian 

region and we are working on cultivating a centre 

network. With Mary Fox, president, now NADIE Vice 

President - Planning, our members feel more involved in 

national activities. Our newsletter 'Drama Ties' is 

struggling to maintain regular publication, with the interest 

= • -

of new members it is hoped that it re-emerges with a new 

energetic output. The association newsletter exchange has 

been insightful and we thank all those that have sent 

newsletters on a regular basis. 

Liz Pearse, NLO 

ACT DRAMA 

ASSOCIATION 

In September 1996, ACTDA used its professional 

development for a novel and very worthwhile activity. 

Drama teachers asked local director Lyn Wallis to direct a 

short season of 'Neither Here Nor There' by Olwyn 

Wymark. We benefited from this experience by getting 

back in touch with the rehearsal and performance process 

as an actor but most of all the process was a very 

enjoyable one that brought members closer together. We 

intend repeating the process later this year with a less 

ambitious challenge - a reading of 'Cupid's Revenge' - a 

witty play written by one of the members. 

Other professional development in 1997 included an 

information evening about the Australian Archives' 

exhibition of Australian Theatre 1870-1955 called 'Scene 

Stealers' This was followed by a workshop on the serious 

side of Australian melodrama. ACT arts teachers will be 

'involved in a departmental initiative called 'Artstart' 

intended to raise the profile of teachers of the Arts. 

ACTDA' s foci for 1997: 

• Continuing with the Project on the working

conditions for drama teaching. 

• Liaising nationally through NADIE to pursue other

States' use of the ACT survey into our working 

conditions [already conducted by ACTDA).
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non-financial members. Many thanks to Richard Sallis for 

setting up a Special Projects procedure and pro-forma at 

the state level which in many ways parallels the national 

special projects initiatives. 

In 1997, three projects were approved by Drama Victoria: 

1. A publication based on Australasian drama forms

2. Financial support toward the publication of the

existing primary, pretext project already in progress 

through Nadie. 

3. Approval of seeding funding for Young Ideas 

(for IDEA '98). 

We are finishing the year with a 'full steam ahead' 

approach to fund-raising for Solidarity (IDEA) and to assist 

our own drama educators with expenses. The support 

which the committee gave a motion to offer to set up and 

run a website for the IDEA Congress, was indeed 

impressive. 

Tiina Moore (Nadie Liaison Officer) 

NTADIE 

In reflecting on NTADIE' s activities over the past year, the 

highlights are those where we have collaborated 

successfully with other agencies and associations. NTADIE 

has taken definite action in working towards the gathering 

of strengths within the NT to advocate for effective arts 

education. The first official 1997 NT Arts Forum, organised 

by NTADIE and comprised of Top End arts education 

professional associations, schools, artists and arts 

organisations, was held in February, regular meetings are 

held and hosted by the different associations each term. 

The Forum is a platform for identification of issues and 

cross arts collaborative action. Concerns over the lack of 

support for interdepartmental (Arts and Education) activity 

and long term support for arts education are now being 

addressed through an investigative group made up of 

Forum members. The Forum will also be organising an Arts 

Mart in October to allow for local artists, arts companies 

and schools to negotiate student focussed performances 

and exhibitions for the coming year. 

Professional development has focussed on cross 

association and art form possibilities evidenced in the 

Crossing Points 1997 program, a collaborative effort by 

NTADIE and Ausdance NT. The program is comprised of 

two weekend inservices with the common themes of 

cross-association, cross-discipline and cross-cultural 

workshops, presentations and forums. The first inservice, 

'Crossing Points I,' held in May concentrated on local 

issues and presenters, the second, to be held in September, 

will have a wider national and international focus with 

guest presenters Ludus UK, Dance in Education Company, 

who will be involved in Ausdance's Australian Youth 

Dance Festival to be held in Darwin immediately 

following 'Crossing Points II'. 

Planning for our hosting of the 1999 NADIE conference in 

Darwin is well under way, strong support from the NT 

Department of Education has been noted already through 

members receiving funding to present our NT premise at 

the 1997 NADIE AMC and attend DRAMAXIS. 1999 will 

be flavoured by the natural elements of the NT and its 

environs, from the desert to the sea and beyond. The core 

planning group are keen to keep a very strong NT focus for 

1999 as input to a national level from our members has 

been limited in the past and this is a clear opportunity for 

the NT to provide a focus. 

It is our intention to direct professional development over 

the time leading up to 1999 towards this event. In 1996 we 

successfully completed and acquitted the 'Culturally 

Appropriate Teaching Methodologies in Drama' Project, 

which provided the opportunity for teachers to work with 
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ethnographic methods· we use to document the work of 

the teachers and students involved in the project. The 

journey from our drama teaching at Eltham College, 

Deepdene Primary School and Melbourne University to 

leading a workshop at the IDEA Congress in Kenya seems 

a natural progression and a chance for an exciting 

collaboration between us. 

As co-planners in Melbourne we speculate about the 

context and setting of our workshop in Kenya; we wonder 

about the place, the weather, the people. How can we 

shape a session that will work at this unique event, an 

international drama education congress in a developing 

world country - Africa, western Kenya, a town on Lake 

Victoria called Kisumu? Workshop participants will come 

from places with diverse cultural and educational 

traditions, with different languages and different 

understandings of drama and its role in education and 

development. Will our chosen pretext engage people from 

such diverse backgrounds? Will our workshop allow 

participants to build meaningful drama together and to 

reflect on the work from an ethnographic perspective? We 

plan a flexible three hour session, with content that is not 

dependent on technical equipment and an approach that 

can be adapted to most contingencies. We feel prepared -

'even if our workshop happens under a tree!'. 

CONTEXT TWO: UNDER THE TREE 

Each drama workshop is a unique encounter between 

participants in a particular time and place and within a 

specific cultural setting. 

[from notes for workshop participants] 

Fortunately there is an area of shade from the small thorn 

tree and eight assorted chairs are set up on the patchy 

grass. Martin gets out the folio-sized pictures that he and 

Tiina have brought in their luggage from Australia and 

attaches them to the terraced stone wall that runs from our 

little circle of chairs up the hill towards the main 

performance hall. He creates a kind of outdoor gallery of 

images profiling the work of Canadian writer and 

illustrator Chris van Allsburg. People gaze at the wall on 

their way past as they move towards the big crowds 

gathering in the hall; others linger on the fringe of the 

space we have claimed for our session. A group of 

secondary school girls in uniform move close to the wall 

and nudge each other, puzzling over a drawing and its 

evocative text: a child sleeps while lights enter the 

bedroom window: A tiny voice asked, 'Is he the one?The 

girls sit on the hillside in a tight group, arms entwined. The 

spokesperson takes my hand and strokes my arm: 'Can we 

tell our story about that picture?' I turn with her and look 

back towards the wall. A small bare-footed girl wearing a 

tattered dress, with a large cloth-wrapped bundle on her 

back is standing intently studying the same picture;_ she 

bends closer to the wall and a baby's head and shoulders 

roll out of her bundle awkwardly. She shrugs it back into 

place, her attention caught by the sounds of drumming 

from the band in the hall. An unscheduled performance 

has commenced and already there seems to be standing 

room only. 

WORKSHOP SPACE: PUBLIC SPACE 

A drama workshop like a theatrical performance is an 

ephemeral event. 

(from notes for workshop participants) 

We give out our prepared documents at the start of the 

workshop: an outline of the planned workshop structure, 

one image from the picture story text and additional 

material from each of us. From Tiina there is a summary of 

the characteristics of Pretext; I have outlined the features of 

ethnographic research and Martin has provided 73 

questions that his students generated about the central 

image titled 'Another Place - Another Time' that we will 

focus on in this workshop. These prepared resources seem 

a tangible way of binding together our core group of 

participants - drama teachers, community theatre actors 

and facilitators and theatre for development workers from 

New Zealand, Norway, Sweden, The Netherlands, the 

Carribean, Tanzania, Kenya and Australia. They have 

already been on a journey with us; from the initially 

designated workshop space in a cafeteria abuzz with 

customers, to a room with a glass partition next to a 

drumming workshop, to the main hall that is soon 

swamped with excited audience members from local 

communities who seem to know by osmosis what the 

Congress organisers do not know: that there is to be a very 

exciting, very noisy dance performance in the hall all 

afternoon. 
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Leaving bottled water, notes and bags under the tree 

Martin invites people into the gallery space he had 

established along the wall. Even the young Kenyan man 

who has been given the task by the Congress organisers of 

being our scribe leaves his note-taking and becomes an 

active participant in the drama. Martin outlines two tasks 

requiring people to interact with the imaginary worlds 

evoked by the images. They select an image and construct 

group tableaux with spoken captions to indicate what 

might have happened before the picture. Numbers swell 

as two tableaux are performed to the audience seated on 

the terraced hillside; people begin to compare the 

dramatised work with the pictures on the wall. After some 

negotiation and encouragement the school girls do their 

story interpretation as well, in three images. Two teenage 

boys, attracted by the crowds outside the College, join us 

on the grass and stay with us throughout the session. 

The discussion now focuses on the illustration: 'Another 

Place, Another Time': four people [children? dummies?) on 

a cart with a sail on a railway track leading across a misty 

sea into an unknown horizon. Where are they going? 

What is their mission? What awaits them in the other 

distant place? The drumming intensifies making talk 

difficult. People lean together, straining forward to hear 

what is begin suggested. The participants divide into two 

groups to develop the drama separately: Martin's group 

consider what has happened to lead up to this situation in 

the illustration and Tiina's group focus on what may 

happen after this depicted moment. 

The noise of the performance washes over us in huge 

waves of sound; there are lulls and then the drumming 

builds again. In our space under the tree there are shifting 

focal points as the audience in the hall spills out of the 

doors and down the hill towards us in a repeated but 

irregular rhythm. Congress delegates check out our session 

for a few minutes, chat to us about things on their mind 

and then, generally, move on. Groups of street children 

gather, softly asking for sweets or change. An earnest 

school boy holding out a battered page for a signature, 

asks for sponsorship for his primary school. The sellers of 

hand-crafts and food stall owners have their designated 

areas but opportunists come by to take 

orders for soda or pineapple or chapattis or Congress 

artefacts. 

OUTSIDE EVES 

An ethnographer aims to see the world through the eyes of 

those she is studying and to access and represent the 

meanings of events as they are understood by those 

involved. 

[from notes for workshop participants] 

Two volunteers - Bren, an Australian teacher and 

Odhiambo, a Kenyan academic - offer to adopt the 

perspective of ethnographers and to work with me to 

document the rest of the session. As participant observers 

our task is to record what we see, what we hear and what 

we understand. Our aim is to describe and interpret the 

drama experiences of the participants and to feed back our 

observations to the group at the end of the workshop. In 

order to access a range of perspectives on the drama 

Odhiambo stays close to Tiina' s group, I concentrate on 

Martin's group and Bren shifts her focus across all 

participants. 

The increasing noise level from the hall influences the 

content and form of our data. Bren's field notes consist of 

drawings and diagrams illustrating the shifting use of the 

space and interspersed with short fragments of the talk that 

occurs at moments of intensity. Odhiambo and I are 

constrained by the difficulty of hearing the discussions and 

by the frequent interruptions we experience. We focus on 

the distinctive way each group transforms ideas from talk 

to dramatic action. I record my group's creation of a 

private space - a closed circle with heads nearly touching. 

Later when the two groups come together to share the 

drama they have developed and to interact within a 

common fictional frame the three of us produce a more 

coherent and sequential account of the drama that takes 

place. Our notes overlap then diverge and throw up a 

range of other possible interpretations. After the drama 

finishes the participants respond to our observations about 

key features of the drama. From their own perspectives 

they confirm that each of the three accounts has some 

validity. The field notes provide a reference point as we 

build a collective understanding of the layers of meaning 

within the important moments that have been identified. 

As each person tells their own story of the 
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Bruce Burton came to Tasmania in July on behalf of TADIE, 

and he ran four sessions - two in the south and two in the 

north on 'Making Drama and Creating Drama' . These 

sessions were excellent and all participants appreciated 

the content presented in the workshops. 

TASSAB is in the process of reviewing all 9-1 2 syllabuses 

and TADIE has commenced the review of the drama 

syllabuses. Several meetings were held around the state to 

discuss the strengths and weaknesses of the courses and 

what changes we would like to see. The leaders for each 

meeting met in Launceston and found that similar ideas 

had been expressed in each region. We collated the info 

and sent a copy to TASSAB. They received our information 

willingly and have invited TADIE to continue to be 

involved in this process. TADIE will offer money to schools 

to allow teachers to be released to assist with rewriting 

aspects of the course. 

TADIE has published the third volume of 'Units of Work 

for Secondary Drama Teachers', written by fourth year 

B.Ed students from the University of Tasmania, Launceston

Campus. We have also planned voice workshops with 

Lorraine Merritt, a lecturer at the University of Tasmania, 

for November this year. We have established a Bursary 

Award for a Fourth Year Drama Education student to 

acknowledge excellence in drama education. This will be 

presented.for the first time this year. 

DRAMA VICTORIA 

Over the last year, Drama Victoria has been working hard 

on professional development, special projects and 

publications. Support for the state conference was 

impressive in 1996 with approximately 230 participants 

attending the conference, entitled: 'To Be or not To Be: 

Reshaping the Narrative for the 21 st Century'. We were 

privileged to welcome Paul Bunyan, a British drama 

educator as keynote speaker and workshop leader. Paul 

-- . 
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went a long way to demystifying the links between drama 

and technology and his publication, 'The Patchwork Quilt' 

which was sold through our office has since sold out 

throughout the state. 

Mark Bailey completed the technology survey, which will 

form a part of a broader national profile and he oversaw 

the launch of Drama Victoria's website page which 

continues to be regularly updated. At the time of writing, 

we are equally busy preparing for the 1997 state 

conference, called 'Partnerships - Linking drama and 

theatre education with the arts and industry'. 

The loss of our DEET funding has had implications for our 

professional development program and our ability to pay 

participating workshop leaders. Fortunately, we have 

managed to maintain the number and the quality of 

teacher and student workshops as well as a country 

workshop for primary and secondary teachers. Our two 

teacher workshop days were offered this year under the 

umbrella heading of 'Earth, Air, Fire & Water'. 0r;im;i 

theory, practice and their relationship to the CSF were 

tackled within the contexts of the earth's elements. 

The VCE student days continue to increase in popularity 

with over 500 participants attending the two workshop 

days as our committees respond to the needs and the 

suggestions of student and teacher participants. The Solo 

Performance and Ensemble kits, devised and assembled by 

Belinda Peterson, have been selling out and going into 

second printings. A bonus this year was to view both 

Primary and Secondary drama work featured in the Dept. 

of Education's video series, Arts Matters. 

This was a greatly appreciated outlet for drama advocacy. 

Mask magazine continues to publish four editions per 

year, this year under the capable editorship of Prue Wales 

and her staff. The bolder cleaner look makes for a highly 

professional finished product. While our membership is 

down from 1996, this is most certainly due to the loss of 
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Special Projects 

Special projects have consisted of co-ordinating the 

technology survey, plus plans for technology inservice 

throughout 1998. 

Newsletter 

This has again been a strength of QADIE's service to its 

members. Approximately four copies are delivered 

throughout the year. These newsletters contain interviews, 

reviews, work samples, plus a range of information about 

arts events. 

Regions 

Regional strength probably hasn't been as strong as it has 

been in the past. Many members responsible for branch 

activities have either been transferred or have stepped 

down after a long period of time. QADIE looks to improve 

this during 1998. 

Tertiary Links 

During the past year QADIE has endeavoured to build 

closer links with tertiary institutions. As a result, QADIE 

now has a healthy membership of tertiary students. QADIE 

has also offered support to a mentoring program 

established by Judith McLean (QUT, Academy of the Arts). 

This program has involved teachers and Graduate 

Diploma of Education students. 

Craig Timms 

TADIE Report 

The current executive has approached the new year with 

energy and enthusiasm. Apart from the two general 

members who are new additions to the executive, the 

others had all assisted and were involved in planning the 

1996 NADIE Conference. The experience gained from our 

involvement in this has certainly contributed to the range 

of tasks we have undertaken this year. We have raised our 

membership through a committed approach and through 

the range of PD sessions that we have conducted. We are 

quite proud of our current membership. 

The State Conference held in April in Launceston certainly 

offered a range of workshops and forum sessions for 

participants. Tiina Moore, our Keynote speaker, was well 

received and her workshops on Pretext were well 

attended. We thank Tiina most sincerely for her 

contribution to the Conference. Annette Downs, director 

for Terrapin Puppet Theatre, also conducted a workshop 

and participants were eager to gauge some creative and 

practical ideas from her. 

We have spent a lot of time centralising our operations. 

ensuring that we no longer rely on the goodwill of schools 

and institutions. To this end, we have a TADIE post office 

box located in Launceston. All material is sent to this 

location and distributed accordingly. For your records it is: 

TADIE, PO Box 968, Launceston, Tasmania, 7250. We 

have also rewritten the constitution which was quite out of 

date. What we have now is more in line with our mode of 

operating!! 

We are keen to service the needs of our teachers and have 

conducted two surveys. The first was to secondary 

teachers to get some feedback on the kind of professional 

development they would like. The second survey was sent 

to a random selection of primary school principals to 

gauge how they would like PD to be offered in their 

schools. We are also using the State of the Arts Survey 

(1996) to help give us some ideas. Given the feedback, 

and the large number of untrained drama teachers 

teaching the subject, we are considering establishing a 

TADIE Consultative Service and employ' people to run 

workshops and PD sessions on a school basis. 
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drama there is a tacit understanding of the web of 

individual experiences that have been drawn together 

within this shared drama event. 

THE RESOLUTION: DRAMA WITHIN 

THE DRAMA 

The drama takes energetic physical form on the side of the 

hill. The ideas flow as participants talk over each other, 

laughing, nodding, shaping each other into position. They 

seem oblivious to the increasing stream of people 

wandering through the space, [have other sessions 

finished?] of the pulsating drums, of echoing 

announcements over the PA system, of the little girls now 

in close proximity in the crook of the thorn tree. 

There is a pause, a focusing of energies before the final 

stage of the workshop begins: presentations to each other 

that will lead into a whole group extended improvisation. 

Martin's group above us on the hill begins, forming a 

stylised series of connected images: a community of 

people who journey and arrive in an unknown place, 

people who wonder, question, speculate about a new and 

unexplored world. They take up still positions, gazing 

down the hill as if confronted by the possibilities and 

strangeness of the landscape. The second group positioned 

lower down the hill are insiders - occupants of this new 

world. They approach as a close-knit community 

withholding trust, signalling suspicion, giving little away. 

There is a tense interchange, a debate about the rights of 

access to this.place and a probing of the outsiders' motives 

for the journey. The two groups are now physically 

separated by the boundary of the little tree; within its 

crook little girls in ragged dresses and bare feet silently 

watch, turning their heads up and down the hill to follow 

the flow of action and dialogue. 

At the centre of the drama, within the insider group, a 

teenage boy speaks with authority and power: 'We'll only 

let you in if you follow our regulations - the rules of our 

state.' The urgency of the discussion and negotiations 

increases and the two groups move physically closer. From 

the outsider group a male voice speaks out passionately. 'It 

is a terrible thing that the Kenyan education system will 

not allow drama to be included. You people must help us 

change that!' It is the voice of a newcomer, a man who 

- -

has joined the workshop within the last few minutes. The 

participants retain their focus and respond to his 

comments from within the logic of the dramatic situation. 

There are two dramas running simultaneously and I seem 

to be the only one concerned enough to take action. The 

impetus of the drama carries things forward. I quietly 

intervene to lead the man to one side, suggesting that he 

communicate with one of the people who has been 

watching the workshop for a while; he settles next to an 

international delegate and continues his solo tirade. His 

departure marks a symbolic moment of resolution within 

the main drama; something has to be given up in order to 

move on. The two communities strike a deal; the outsiders 

will be admitted - under certain conditions. 

The workshop participants have engaged with the pretext 

we have brought from Australia and have built a new 

performance text together. In this outside workshop space 

on the side of the hill two communities have explored a 

symbolic journey, have clashed, have compromised and 

have agreed to cross the boundary that separates them. 

This drama has an uneasy conclusion but the difficulties of 

co-existence will have to be explored in another drama in 

another place at another time. 

Eighteen participants from eight different countries walk 

companionably together to find a quiet room to reflect on 

the drama they have shared on this hot and steamy Kisumu 

afternoon. 

REFERENCES 

Van Allsburg, Chris. (1984). 'The Mysteries of Harris.' 

Burdick Boston: Houghton Mifflin Company. 
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Single Voice is a collection of individual performance 

pieces suitable for a variety of purposes. It came 

into being when members of South Australian 

Writers' Theatre discovered that there was a dearth 

of good single performance pieces with a strong 

dramatic range. A competition was held and this 

collection published by the Australian Association 

for the Teaching of English is the result. 

The pieces were originally planned for Year 12 

drama performances but they are also suitable 

for auditioning outside of the school scene; for 

tertiary drama students, for professional auditions, 

for amateur theatre auditions and for public 

performance. Used in the classroom, they will 

serve as a catalyst for oral language and creative 

writing activities. 
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discuss the project and its potential for attracting State 

funding. This led to a subsequent meeting in September 

where discussions began to focus more closely on the 

hows and whys of funding the project, with slow but 

!<,, _..,," ' • -4. - - - - - -

QADIE PRESIDENT'S 

REPORT 

Membership for QADIE currently stands at 429 members. 

perceptible progress towards confirming Education Ellen Appleby continues to be our Administrator and has 

Victoria's interest in funding the project, and identifying been responsible for all desktop publishing of newsletters, 

just how much funding that might be. journals, membership administration and account 

keeping. 

Less encouraging was an equivalent meeting with the 

NSW Ministry of Education's Performing Arts Unit which, Professional Development 

whilst keen to see the project happen, did not express 

anywhere near the same enthusiasm for getting involved in Convened by Sharon Evers, QADIE held its State 

a financial way. Clearly, the project would be much more Conference - 'Dramatic Aeffects' , over the weekend of 

attractive if it were a large youth orchestra heading off to 

compete in an overseas competition, or if it was to happen 

in the immediate lead up to the Olympics. 

So, at the beginning of October, the project's best funding 

opportunity seems to be with Education Victoria. If that 

opportunity can be confirmed and quantified by the end of 

the month, it will establish a foundation upon which other 

funding and sponsorship can be built. The hope here, is to 

attract enough support from Education Victoria to give us 

the confidence to say that, in one form or another, the 

project will go ahead. Any additional funding or support 

would then impact more on the scale of the project, rather 

than on its viability. Come what may, the Steering 

Committee has agreed that by December, we must be able 

to confirm that the project is on or off and, if it is 

happening, be in a position to clearly define its details so 

that the real work can begin 

Chris Thompson 

- - - -

March 22-23, 1997. The venue for the conference was 

Brisbane Girls' Grammar School. Well over 200 

participants throughout the state attended, and 

participated in a wide range of workshops conducted by 

educators and arts workers. Danielle Cooper (Australia 

Council) and Judith Mclean (QUT, Academy of the Arts) 

were keynotes speakers for the conference. 

The Queensland Performing Arts Trust (Education Program) 

has once again worked closely with QADIE. Primary 

drama workshops have been offered by the Trust , and 

presented by QADIE members. QADIE and QPAT will 

offer drama workshops in the Sunshine Coast region and 

in Toowoomba early next year. Jo Wise and myself were 

involved in the reference committee for QPAT'S STAGE X 

festival. This festival involved a range of arts activities for 

12-25 year olds. In October, QADIE will be offering a

work of swapping afternoon. The aim of the afternoon is to 

share work units, and a range of activities. This will be held 

at St. Peter's Lutheran College. 

Journals 

Two journals have been produced in the past year. The first 

was a collection of workshops from SWAPSHOP '96 and 

the second was 'The Best of QADIE Says' (21 st Birthday 

Celebration). 
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established a steering committee chaired by Chris 

Thompson (THEATRE INDUSTRY PROJECT OFFICER) and 

including Richard Sallis (NADIE), Mark Bailey (Drama 

Victoria), Kate Donelan (IDEA) and Mshai Mwongola 

(Youngldeas Representative from Kenya). 

The result of this committee's early work was the 

formulation of a 'project concept': EQUATION (The Act 

Of Making Things Equal). 

Using the congress title, 'Linking at the Equator' as a 

starting point, the project is being developed to explore 

themes of social and cultural exchange and 

understanding, leading to the creation of a new work 

entitled EQuATion (The Act Of Making Things Equal). The 

specific nature and content of the project will be 

developed in consultation with young people in Albury

Wodonga, and from around the country. 

The piece will be grounded in strong movement and music 

forms with text used in an aesthetic rather than narrative 

way. Themes of identity and culture will be strongly 

represented in the work, with an intention of presenting a 

many cultured face to our international audience. The 

performance itself will be an expression of young voices 

celebrating the diversity of cultures that exist within our 

Nation. It will be a timely message for us to explore and to 

carry onto a world stage. 

The project model requires input from young people 

around the country through network of State based Youth 

Arts and Education organisations. This involvement will 

allow young people around Australia to participate in the 

development of the central idea, and to contribute to the 

projects ongoing development. Hopefully, this network 

will also identify a potential performer from each State 

who will be slotted into the final piece prior to its 

departure for Kenya. If this can be achieved, EQUATION 

will provide a rare opportunity for a very diverse range of 

young Australians to join together in a performance that 

will reflect and represent their country to the world. 

In addition to the involvement of IDEA, NADIE and Drama 

Victoria, the project will also benefit from the input of 

HotHouse Theatre, the local regional theatre company 

(formerly the Murray River Performing Group) which will 

provide an ideal community and cultural partnership for 

the project. HotHouse Theatre will act as a local focus for 

EQUATION, providing an administrative base as well as 

valuable human and physical resources to the project 

when it commences work early in 1998. 

EQUATION will be a major focus for the YOUNGideas 

Programme of the IDEA'98 Congress. Prior to its 

performance in Kenya, the project will conduct a series of 

workshops and 'open' rehearsals for local young people 

and educators, and for Congress delegates. Following its 

performance, the Project Director and selection of the 

young participants, will present a Congress paper 

examining the process involved in the project. 

There is also a hope that the project will not end with its 

presentation in Kenya. The plan, at present, is for 

EQUATION to return to Australia via Japan, in order to 

work with Japanese young people, and Young People's 

Drama Company, 'Black Mantle.' Of course, all this will 

require substantial funding support to take it from the stage 

of documents and committee meetings to a stage in front 

of an international audience. Whilst Drama Victoria has 

provided some generous support for the early 

organisational process, we were disappointed that our 

application to the Queens Trust was unsuccessful. 

Nevertheless, the hunt for funding goes on. 

Setting the project in Albury-Wodonga, provides a rare 

opportunity to work with young people from schools in 

two states, and to reflect the experiences of young 

Australians in a rural, bordertown context. However, the 

intention is not to limit involvement to this one location. 

During August, Chris Thompson and Mshai Mwangola had 

a very positive meeting with Education Victoria to 

� -- - .. � 

,:: 60 A D E M 

RESOURCE 

RESOURCE 

RESOURCE 

RESOURCE 

RESOURCE 



,. - - - ' .. - . - . ��· ' -� - """' -

; R E S O U R C E 
� - - _.._, ' 

USING DRAMA TO 

PROMOTE CRITICAL 

LITERACY IN THE 

PRIMARY CLASSROOM 

Jennifer Simons and Dr. Robyn Ewing, University of Sydney 

This unit was first presented at a PETA professional 

development course in Brisbane on 19 September 1998. 

The book used was Cat, You Better Come Home by 

Garrison Keillor, with paintings by Steve Johnson and Lou 

Fancher (Faber & Faber 1995) ISBN O 571 17603 8. 

RATIONALE 

To be truly literate, students need to be able to relate the 

themes, settings, plot and characters in the books they 

read to the contexts of their own social and I iterary 

experiences. Drama techniques are very useful for 

teachers to use in the development of critical literacy. 

When working with a picture book, the children's visual 

literacy (exercised in everyday life, especially watching 

television) can help most students to make strong 

connections between the world of the book and their own 

lived experiences. 

Pictures in a picture book have different purposes: to 

reinforce the emotional response that an author's words 

can seek to evoke; to extend an idea simply mentioned in 

the written text; to comment upon or contradict the 

message of the words. Pictures can encourage readers to 

play with the ideas in the text, pushing their imaginations 

beyond a literal interpretation of the words, and 

encouraging them to hold several responses in the mind at 

the same time. When an illustrator joins with an author to 

elicit an affective response, they create a rich resource for 

dramatic exploration. 

PLANNING A UNIT ON A PICTURE BOOK 

Before working with a picture book, it is important to 

consider the style of pictures used and why the illustrator 

uses that style. Some pictures are primarily clenotative, 

delineating the main point of the written text. Other 

pictures exaggerate aspects of what the text describes, 

encouraging connotative reactions, playing with 

associations and al I us ions. Often the pictures are 

clelibe.rately ambiguous, encouraging students to use their 

individual experiences to complete the meaning. The work 

featured here is aimed at a primary class but could be 

easily and effectively adapted for secondary. 

Before planning a unit of work on a picture book you need 

to ask: 

1. How do the words constrain reaction to the pictures?

2. Do some pictures have no accompanying text. Why?

3. What recurring motifs are there, especially seen

repeated in colour or shape?

4. What 'pictorials' emerge where what is illustrated is

partially understood as something else?

5. What social values are being promoted? 

Your responses to these questions will guide your 

interpretation of the book. Your choice of drama 

techniques can then focus on the main themes and 

symbols and you can promote critical literacy, exploring 

with your class beyond the surface of the text. 

PLANNED OUTCOMES 

At the encl of this unit the students should have: 

• Used enactment techniques to present and reflect

upon their ideas.
• Worked co-operatively to express opinions about 

aspects of 'home' .

• Explored some attitudes about celebrities.

• Linked their own lived experiences with the

characters in the book.
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Recommendations: 

The result of one of the 1997 tasks has been the 

development of the following job description, which is 

presented with the following recommendations: 

7. That the Theatre Industry Project Officer become an

ongoing NADIE position.

2. That as an ongoing position, the word project

dropped from the title, retitling the role as the Theatre

Industry Officer.

3. That the following job description be adopted for the

Theatre Industry Officer.

NADIE THEATRE INDUSTRY OFFICER 

PURPOSE 

The purpose of the Theatre Industry Officer is to: 

• support and promote opportunities for cooperation, 

collaboration and the exchange of ideas between the

drama education sector and Professional Theatre.

DUTIES 

The Theatre Industry Officer will achieve this purpose by: 

• Becoming familiar with and supporting the State

based Theatre Industry Liaison Officers, and the 

networks and mechanisms which connect each 

Education system (pre-school, primary, secondary and 

tertiary) to the Professional Theatre Industry 

• Advising, where necessary, on Theatre Industry issues 

of relevance to NADIE and 10 Drama Education in 

general. 

• Representing, where necessary, the interests of NADIE

and Drama Education in general to the professional 

Theatre Industry.

• Generating, devising and managing occasional 

Special Projects that assist in the fulfilment of the 

position's purpose. 

- - -� - ~ -- - � 
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• Attending meetings of NADIE or of State based 

Drama 

• Regularly reporting to NADIE on general activities 

and the progress of any Special Projects. 

• Regularly contributing to the NADIE Newsletter, and

to other National and State based Drama Education 

publications, as appropriate.

• Attending where possible and contributing to

seminars, conferences and other gatherings arranged

by NADIE or other Drama Education organisations.

BUDGET 

The Theatre Industry Officer is an honorary position, and 

provides no fee or stipend. There is no regular allowance 

provided for this position, however occasional 

applications for administrative or 'out-of-pocket' costs may 

be made to NADIE in relation to Special Projects or 

specific circumstances. 

QUALITIES 

The Theatre Industry Officer should have a background or 

experience in teaching and education, as well as current 

professional experience in the Theatre Industry. Well 

developed skills in communication and management 

would be an advantage, and a knowledge of and interest 

in current issues in education and the arts would be 

expected. Upon appointment, the Theatre Industry Officer 

must become a member of NADIE. 

APPOINTMENT 

The Theatre Industry Officer can be nominated by any 

member of NADIE, and is appointed by the NADIE 

Executive each year at the AMC. 

Equation 

In response to an invitation from Dr Opiyo Mumma, 

IDEA'98 Congress Director, to bring a performance by 

young Australians to Kenya, NADIE delegated the task of 

developing a project to Drama Victoria which, in turn, 
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within their own institutions. I therefore request an 

indication from the executive to develop a strong 

liaison between the Administrator and the Director of 

Publications to develop a NAOIE Marketing Strategy 

for 1999. 

• Technology: there is an equally urgent need to

manage the technology effectively and develop a 

strategy for on-line distribution. I therefore request

approval from the executive to develop a strong

liaison between the Administrator and the Technology

Officer to manage the new technology on behalf of

NAOIE and create effective distribution outlets

on line. 

Sue Benner 

NADIE THEATRE 

INDUSTRY PROJECT 

OFFICER 

As you know, I was nominated and appointed to the 

position of NADIE Theatre Industry Project Officer this 

time last year when the NAOIE Conference was held in 

Tasmania. Upon receiving the news, my first question was, 

" ... so what does a Theatre Industry Project Officer do?" 

The answer to that question, as I'm sure Richard (my 

immediate predecessor) will verify, was not exactly clear, 

specific nor, indeed, set down in the form of a brief or job 

description. As I understand it, the position was created by 

Rob Galbraith and, subsequently, taken on by Richard 

Sallis and then myself. In each case, the job seems to have 

been defined by the incumbent with reference to the tasks 

they have set themselves, rather than setting tasks in 

relation to the demands of the position. The nature of this 

report, then, is twofold. 

Firstly, it is to provide an overview of what tasks I have set, 

and to what extent they have been achieved. Secondly, it 

is to propose a job description for the role, and to 

recommend that NADIE take up that role as an ongoing 

position. 

PROGRESS REPORT 

After being appointed to the position this time last year, I 

met with Richard Sallis to discuss the role, and to outline 

the tasks to be achieved. In essence, there were two tasks 

we outlined. The first was to more clearly define the role 

by creating a job description that encompassed the roles 

and responsibilities of the Theatre Industry Project Officer. 

The second was to identify and record a 'snapshot' of the 

State based Theatre Industry Liaison Officers and the ways 

in which their networks Operate, with reference to the 

relationship between schools and performances, guest 

speakers, artists in residence, theatre visits, work 

experience and theatre company education officers. The 

result of the first task is included in this report, and forms 

the main part of a recommendation to more clearly define 

the position's role and to move its status from 'project' to 

'ongoing' officer. 

The second task was interrupted by my involvement in the 

development of EQUATION for the YOUNG ideas Project 

as part of IDEA'98. Following a meeting with Mshai 

Mwangola in January of this year, and the subsequent 

formation of a steering committee to devise, develop and 

oversee the EQUATION project, my main focus has shifted 

to this area, which has occupied my activities throughout 

the year. At present, this will continue through to the end 

of this year when the future of the EQUATION project is 

determined. Consequently, the 'network' aspect of this 

year's project will be shifted onto the agenda for 1998. 
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INTRODUCTORY ACTIVITY ONE -

STILL IMAGE AND TAPPING IN. 

Before reading the book, participants were given two 

phrases from the text; 'Leaving Home,' and 'Coming 

Home.' In small groups they brainstormed their reactions, 

and then presented still images of their group response, 

followed by 'tapping in' to their internal thoughts. One 

group chose as everyday leaving home with mother 

farewelling in exasperation, the various family members in 

different states of unreadiness. The 'family' included the 

dog. When we tapped into their thoughts, the dog 

(encouraged to speak English!) expressed a longing for the 

return of the family. This proved a good springboard into 

connecting with the emotion in Keillor's book. 

The second group presented two images of coming home 

- one involved a humorous attempt to sneak home after 

curfew, and the other was a complex of emotions as each 

member reacted differently in a return after a long 

absence. This group had picked up elements of the 

'prodigal son' parable which were also elements explored 

in the text. This was then useful in processing the end of 

the story. 

These activities were followed by a discussion of the still 

images and their associations. We distributed and closely 

examined the picture in the text where the cat (Puff) leaves 

home. We explored its 'film noir' style and the threat in the 

distorted shapes and shadows. Thus focused, the class was 

read the book up to the time the cat leaves home. The text 

explores the misunderstandings and selfishness that 

caused the leaving. 

. •,:,. . ,., .,., 

ACTIVITY TWO - CONSCIENCE ALLEY 

The group formed two parallel lines. One participant, 

representing the cat, walked the line, meeting the eye of 

each person. As she did so, each of the other participants 

picked up and extended ideas in the text and in the earlier 

still images. Then the group was asked to predict what 

would happen to the cat. They alternately predicted loss 

and sorrow or great adventures. Of course, both happens 

in the text: Puff becomes a film star, changing her name 

and leading a profligate life. We read the book up to the 

nadir of her life: the cat sinks in her boat and disappears 

watched by her 'hangers on.' 

ACTIVITY THREE - PANEL HOT SEATING 

The participants were referred to the text's description of 

'people on the promenade,' when the boat sank, and were 

asked to suggest who was present. They decided upon: the 

person in charge of the team of rescue divers, the manager 

of the cat, and a fan. Three volunteered to be hotseated. 

The larger group was enrolled as reporters interviewing 

these people. The result was a group reflection on the life 

of the 'film star' cat, drawing upon knowledge such as 

newspaper or television stories the group had read of such 

people. 

Teachers involved in this project were warned of the 

likelihood that this stimulus could give rise to comparisons 

with the Dodi-Diana story, an emotional event for most 

primary children. It is important to know your class, and to 

avoid arousing reactions that may interfere with the 

processing of the text. On the other hand, it may be useful 

to have an aesthetic frame to allow a safe space for 

processing the children's strong emotions about the event. 
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ACTIVITY FOUR - SCULPTING 

The group read the next page, when against all odds the 

cat came back. The illustration showed a shadowy figure 

through a rain•stained window, and a clear paw pressed 

against the pane. With this as stimulus, the group was 

asked to sculpt a volunteer into the narrator at the first 

moment he sees what MAY be the cat. The volunteer was 

told they were 'thinking clay,' able to co-operate 

intelligently as they were sculpted into shape. This 

technique allows the sculptors to talk/reflect as they 

externalise their thinking and negotiate an appropriate 

shape. 

Once the sculpting technique was established, the group 

broke into pairs and each pair sculpted their ideas. 

Next we set up a Museum of Statues; the various 

interpretations of the narrator's expectation of the return of 

the prodigal cat were examined simultaneously by all of 

the sculptors, in role as 'museum goers.' Then the museum 

goers mirrored the statues and replaced them, al lowing 

everyone an external reading of the shapes as well as an 

internal reaction to being placed in that bodily expression. 

ACTIVITY FIVE - SOUNDSCAPINCi 

The remaining text was read, and the final pictures closely 

examined. This illustration is a slightly lighter revisiting of 

the earlier 'film noir' picture, with many cats returning in 

different states of experience. One is sitting patiently at a 

doorstep where the door is shut. Another approaches a 

door where a dog (replacement?) sits waiting at a window. 

Some cats are merely represented by tails (tales?) 

appearing over the horizon. The participants were asked to 

choose one element of the picture, place themselves in the 

room relative to that object and represent the element with 

a sound, creating a sound-scape of reactions to the 

picture. The use of sounds and single words rather than 

sentences intensifies the emotion in the picture. 

CONCLUSION 

Finally, the group discussed their reactions to the book. 

These included personal stories about cats and 

homecomings after absence, and more general stories on 

the theme of 'coming home.' The drama has produced 

much more than a simple comprehension of the story: it 

had moved the participants into connections with their 

own lives, into critical literacy. 

REFERENCES 

Cusworth, R & Simons, }. (1997). 'Beyond the script.' 

Sydney: PETA. 

Doonan.}. (1993). 'Looking at picture in picture books.' 

Executer: Thimble Press. 

Keil/or, C. (1995). 'Cat, you better come home.'. London: 

Faber & Faber. 
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NADIE 

ADMINISTRATOR'S 

REPORT 1997 

The 19960 NADIE year 

The enclosed figures reflect the nature of the complex 

situation for NADIE in the 1996/7 operational year. For the 

sake of clarity, I will focus on the following areas: 

employment, sales, and technology. 

Employment: 

From August to October 1996 an administration assistant 

was employed at an approximate cost of $800 for the 

express purpose of: archiving material both hardcopy and 

electronic, sorting of publications, seeking advertisers and 

promoting sales. It became obvious by November of that 

year that the search for advertisers and the promoting of 

sales was not being successful. This dictated an urgent 

appraisal of the position and the following issues were 

identified: 

• The change of government at both Federal and State

levels, and the ensuing confusion as to funding of 

both educational institutes and arts organisations led 

to a freezing of funding decision making. Allocation 

of arts spending or advertising money dried up in this

unstable environment.

In light of this, the employment of the administration 

assistant as authorised at the last AMC was reconsidered 

and the money reserved for NADIE operational funds. The 

publication sales figures in the financial report support this 

decision. 

• Sales have not been realised as expected, a situation

that is not limited to NADIE but is across the board in

many organisations. Fortunately the TADIE 

Conference furnished NADIE with a percentage of its 

substantial profit which rescued the financial crisis at 

. . . 

). - . -� -

the beginning of the year. Also the State capitation 

fees and the overseas and institutional subscriptions 

have increased as projected. 

• Technology: The move to electronic communication 

has been slower than I would have liked, but NADIE

has had to 'fit in' with three other arts organisations

and the decision making is never easy under these

conditions! We are now able to access the equipment

and programmes, and have an email address. There

have been some serious difficulties with the new

equipment which we first attributed to the usual

'glitches' of new installation, but continued to

become a serious frustration. However, as of last

week I am pleased to report that the entire difficulty

has been traced to a corrupted telephone line which 

had apparently been damaged for months. A new line 

is to be generated into the building.

Recommendations for 1998 

• Finances: this is the first year that NADIE has had

access to two full years of financial computer data.

From this information I have been able to provide

some charts for you to get a sense of the problems

surrounding the administration - the most urgent

being the juxtapositioning of capitation income with

publication expenses. I recommend a correlation of

the operational and audited year. This means that, at

any given AMC, the incoming committee will be

operating under 6 months of the previous budget

approval and be approving finances for a full year 

ahead. The tabled increased auditing expenses also

suggest a motion to move towards a change

of auditor. 

• Marketing: there is an urgent need for a marketing

strategy both for the for the existing paper

publications and for future electronic sales. 

This might include a responsibility for all State 

organisations to promote the NADIE publications
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NADIE SPECIAL 

PROJECTS OFFICER 

PRIMARY 

The primary project was initiated in 1995 in Brisbane, with 

Jenny Simons elected as the Special Projects Officer. This 

was in response to a need for qualitative research at the 

primary school level and interest in Cecily O'Neil I's notion 

of Pretext as workshopped at IDEA '95 and also the 

Research Institute which followed the Congress. The 

project, as outlined by Jenny Simons in Adem No. 3, 1997 

is well underway. 

Primary classroom teachers and drama specialists were 

recruited from each state and territory although all 

volunteers have not been able to complete the project as 

originally set out. Collaborative classroom based research 

will be evident in the case studies of the eventual 

publication although an 'outside eye' or ethnographic 

researcher was not available to the volunteer teacher in 

every instance. In Launceston, 1996 it was decided that 

the Chris van Allsburg text, 'The Mysteries of Harris 

Burdick' could serve as the common pretext for the 

project. It was at this National Conference that the position 

of Special projects officer was transferred from Jenny 

Simons to Tiina Moore. Jenny, at the time of writing has 

returned to the project and will be helping to compile and 

format the material received. 

The Project 1996 

Each volunteer (five, to date) has chosen: 

• Whether to use the text/pretext in its entirety

or in part.

• Which age and/or class to work with for three 

hours of drama.

• How to divide up the three recommended hours

of practice.

• Whether to pre-select an illustration(s) or to 

offer choice. 

• Who to invite as an 'outside eye.'

It should be noted that leading up to the national 

conference, the spectrum and diversity of drama activities 

and emphases seem well covered by the reports on hand. 

To my knowledge, this sort of collaborative research from 

a single pretext, across an entire country, has not been 

undertaken before. It has been exciting to watch this 

groundbreaking project unfold in the frequently 

overlooked primary sector in an attempt to come to grips 

with Cecily O'Neill's notion of pretext and our 

understanding of it within our own Australian contexts. 

In September, 1996, the texts were sent to eight volunteers 

and classroom practice began in earnest. Requests to join 

the project were received as late as August 1997, and 

queries and offers to assist seemed to accelerate with the 

approach of Dramaxis. The writing up of 3 hours of drama 

structures and responses seems to have been a rather 

tedious and thankless stage of the work and indeed rarely 

reflects the complexities of teacher-student /pretext

observer interactions. I commend the participants who 

survived the hurdles of the aftermath. Record-keeping has 

taken the form of scribbled notes, photographs, videos, 

audio tape theatre programmes, drawings, and writing in 

and out of role. All of this, no doubt will serve as 

resources for school and state based professional 

development, as well as support material for the 

monograph. 

Eltham College, my employer has been most generous in 

subsidising the communications necessary to the project 

and related visual materials. Similarly Drama Victoria has 

demonstrated its trust and generosity to the project by 

pledging $1,000 toward the publication. I will be relying 

heavily on the experience of Prue Wales, the editor of 

Mask magazine and Mark Bailey the president of Drama 

Victoria for formatting and editing. A special thanks to all 

the volunteers, my phone and fax friends who have been 

doing this work alongside their 'day jobs'. 

Tiina Moore 
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THE DARK AND OTHER 

SCARY THINGS 

Sandra Gattenhof, Queensland Arts Council 

This unit of work has implications for every aspect of the 

curriculum, and is a particularly good context for the 

teaching of language skills. The climax of the unit is a 

performance. The writing of stories, or adaptation of 

existing stories or poems to form the script, gives students 

opportunities for creative writing, and in rehearsals spoken 

language skills can be developed and practised. Children 

who find language work more challenging, for example, 

those whose first language is not English, can often 'hide 

behind' their puppet characters and use language in a 

more relaxed way. Putting on a play is a good practical 

way to show children the importance of awareness of 

audience in their writing, and older children love to 

perform for the younger ones. 

MIRROR MOVEMENT 

Shadow puppetry needs puppeteers with good body 

control and concentration. This exercise will increase 

skills in both areas. Working in pairs nominate who is to 

be letter 'A: and who is 'B'. Without speaking to each 

other 'A: begins a movement which 'B' as the mirror must 

copy. The movements should be slow and large so that 

partners can easily copy. Begin movements with hands 

and arms only, then use larger body parts and finally 

introduce whole body movements. At appointed times 

partners swap roles of the leader and the follower. 

THE FOCUS 

Choose a story or poem that is about scary night noises. 

After reading, discuss with the whole group what the 

story/poem is about, students own stories about scary 

night noises, what makes scary night noises, what students 

do when they hear a scary night noise. Students break off 

into pairs, recall and retell a story about a scary night 

noise. Students may also like to write down their story. 

ABOUT BEINCi BRAVE 

. . 

Reread the story or poem used at the beginning of the 

session. Brainstorm all the feelings in the narrative and 

personal reactions. Generate a word list to display in the 

classroom. Discuss how ordinary things can become 

distorted and superordinary when it is dark and things 

cannot be seen clearly. 

SHADOWS 

Using a white sheet strung across the room and an OHP 

behind it as a light source, invite the children one at a time 

to make with their body scary shapes and have the 

audience interpret them. Do the shape in front of the sheet 

and them behind (just a shadow). The ordinary becomes 

something quite different. Experiment with making shapes 

close to the sheet and far away from the sheet. Students 

will discover that they can enlarge shapes using this 

technique. Perhaps with a partner create interesting and 

scary shadow shape using body links and different levels. 

DESIGN, MAKE AND APPRAISE 

The easiest and quickest form of shadow puppets are done 

with your hands. Practise making your hands into animal 

shapes - dogs, rabbits, roosters whatever. Divide the class 

into two groups, one to work behind the sheet and the 

others to be the audience. Choose a pair to tell an 

improvised story using hand shadows. 

Show the class a simple shadow puppet made from 

cardboard and have volunteers place them behind the 

screen. Discuss how you don't see exterior details but just 

shadow. Demonstrate how to make a flat fixed rod puppet 

with cardboard, bamboo skewers and masking tape. Allow 

students time to design, make and appraise their puppets. 
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NOW FOR A STORY 

Ask the students to form themselves into pairs and 

discuss/model with the whole group the development of a 

narrative (beginning, middle and end). Brainstorm possible 

storyline keeping in mind that students have been 

exploring the dark and other scary things. Allow time for 

students to plan into point form how the story will 

develop. At this stage, dialogue for the play does not have 

to be scripted. At this point ask the students to write down 

a list of characters they will need to tell the story. 

Remember less is more. Students with too many characters 

will find it difficult to manipulate the narrative and the 

puppets successfully. 

DESIGN MAKE AND APPRAISE 

Students spend time designing, constructing and 

augmenting shadow puppet characters to enable them to 

tell their narrative. Leave ample time for this activity as it 

will involve experimentation, problem solving and lots 

of fun. 

PRACTICE MAKES PERFECT 

Students work together in a partnership to translate the 

narrative into a shadow puppet play. Practising 

manipulation, dialogue and any sound effects needed to 

bring the script to life. Group may like to help each other 

working as sound effects creators and masters of 

ceremonies to allow the puppeteers to weave their magic. 

SHOW TIME! 

Prior to the performance, students can design and deliver 

invitations, create posters advertising the event and devise 

programs. Organise the space with the students into a 

theatre, usher the audience members in and perhaps even 

supply popcorn ... then let the show begin. 

SIMPLE SHADOW PUPPETRY - SOME HINTS 

These materials will help get you and your students 

started: medium or light weight card, bamboo skewers, 

medium weight wire or coat hangers, pliers, masking tape, 

coloured cellophane, needle cotton, lace, doilies, paper 

fasteners, hole punch, scissors, craft glue. 

The Screen: the screen can be as simple as a sheet 

between a doorway, natural light works fairly well. A 

direct light (spotlight or OHP) behind and a darkened 

room works better. Use one spotlight only and keep it high 

to prevent puppeteer's shadows. You can make a screen 

from a wooden frame with white lawn stapled or tacked 

onto it. G-Clamps can support the screen on the edge of a 

table. 

The Puppets: Begin with only one moving part and 

exaggerate shapes to make more interesting shadows. For 

moving parts make holes with small hole punch and use 

paper fasteners to join pieces. For fixed rod/flat join puppet 

attach a bamboo skewer laid flat on the puppet and attach 

with masking tape. Bent wire or coat hanger can be 

attached to the joined moving part. Add colour and texture 

by cutting holes in the puppets and taping or gluing 

coloured cellophane, doilies or lace over the holes adds 

another dimension. 

The Scenery: for large scenery cut from medium card 

attach to the screen with masking tape. Scenery can also 

have moving parts or built in characters that move. 

USEFUL RESOURCES 

Hodgson, }. (1984). 'The Australian puppet book: A 

resources book for teachers and parents.' Cammeray, 

NSW: Horwitz Crahame. 

McNiven, H. & P. (1994). 'Puppets.' East Sussex: Wayland. 

Robson, D. & Bailey, V. (7990). 'Shadow theatre.' London: 

Franklin Watts. 

Schonewolf, H. (1992). 'Play with light and shadow: The 

art and techniques of shadow theatre.' New York: 

Reinhold. 

Sinclair, A. (1995). 'The puppetry handbook.' Victoria: 

Richard Lee. 

Vella, M. & Rickards, H. (1989) Theatre of the impossible: 

Puppet theatre in Australia. Roseville: Craftsman House. 
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forma the SPOs had to fill in had sections not relevant to 

them). I must thank those who took the time to complete 

it fully. From what the SPOs sent me I was able to ascertain 

the likely financial costs to the association for the various 

existing projects for 97/98. In 1998 1 would suggest that a 

new Pro forma is devised to be filled in by SPOs whose 

projects are likely to flow into the following year. 

Recommendation: 

7. That the Vice President Projects prepare and circulate 

to SPOs a Pro forma for existing projects. 

2. That from 7 998 the SPO's be required on an annual 

basis to complete a Pro forma pertaining to their 

project if it is to continue the follow year. 

The SPOs of three existing projects indicated that their 

projects would require financial assistance from NADIE in 

1998 to assist with publication costs. 

These projects are: 

• Gender Equity 

• Primary 

• Workplace

Having three projects requiring publication costs in the 

one year was not desirable. It has largely come about 

because until now no clear timeline for the projects had 

been established. Hopefully this will occur less in the 

future because now when a new project is proposed a 

timeline and costings for the life of the project must be 

submitted. In regards to the publication costs for the three 

NADIE projects listed above I have discussed the matter 

with the current Director of Publications and I wish to 

make the following recommendation: 

Recommendation: 

3. That in 1998, AOEM publish the NAOIE Workplace

and Gender Equity policy documents as part of that 

publication. If the association accepts this 

recommendation it must realise that there will be no 

financial gain from the sale of the documents unless

they are produced as a liftout that could be sold 
y' 
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separately later. Philip has also indicated to me that 

NAOIE Publications has allocated $3,000 to help 

fund the Primary project publication. I thank Philip 

and the Publications arm of the association for their 

help and support in these matters. 

It is my opinion that NADIE can't continue to support a 

large number of projects with new ones being added each 

year. At present there is a new project being proposed and 

SPOs are requesting that existing projects to be extended 

into next year. NADIE needs to consider how many 

projects can be supported in a given year, how long 

individual projects need to run their course and ways to 

financially support the projects in the long term. I make 

the following recommendation: 

Recommendation: 

4. That next year the NAOIE Executive evaluates the 

present process of selection and completion of 

Special Projects and recommends any changes based 

on their findings to the 1998 AMC. 

I prepared and distributed a NADIE Special Projects 

Newsletter (4 copies December 96, February 97, June 97 

and August 97). The Newsletter went to each state/territory 

President and NLO. They were asked to consider ways of 

disseminating the information to their members. I know 

that some of the information made its way into stale 

newsletters and magazines. In whatever way the 

information is conveyed it is important that state 

associations continue to endeavour to inform their 

members of what is occurring with the NADIE Special 

Projects. It is one tangible way that members can see that 

NADIE is working for them. 

Richard Sallis 
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Constitutional Review was attempted but, for various 

reasons, did not progress in readiness for this AMC. It 

seems that a completely new model needs to be 

developed and resources have been identified to assist this 

process. Those with an interest or expertise in this field are 

urged to contact the Vice-President (Planning). There will 

be consultation with NLOs and Presidents as the review 

progresses. 

Other key areas to be addressed include the roles of 

Executive, short and long term strategic planning and 

communication systems and processes. Should I be re

elected as Vice-President (Planning), I would see focussing 

on these areas as a key responsibility. In conclusion I wish 

to express, on behalf of all of us, our great appreciation to 

Robin Pascoe for his work on the Operational Manual. I 

also wish to thank the outgoing Executive, in particular 

Sue Benner and Richard Sallis, for their support during 

1996/97. 

Mary Fox 

NADIE VICE-PRESIDENT 

(PROJECTS) 

I'd like to begin with a couple of thank-yous and personal 

comments. Firstly, thank-you to the NADIE Special Project 

Officers. They have managed to make progress with their 

projects this year whilst at the same time meeting the 

demands of their regular paid employment. I thank them 

for finding the time in their busy schedules to work on 

their projects during the past year and meeting the 

demands of deadlines for the newsletters etc. In this report 

I will not be referring to their projects in specific detail. 

They have each prepared a report that will be tabled at the 

AMC. 

My second thank-you goes to the NADIE Executive who, 

despite the constant pressure they are under from work 

commitments have managed to keep in contact and 

offered support and advice to me when I needed it. I 

thought the teleconference we had earlier this year was 

most useful and may be something to use again in the 

future. With the IDEA Congress now less than 1 O months 

away I am pleased to see that a new Special Project has 

been proposed by Drama Vic regarding Australia's 

contribution to the Young IDEAs project. Their formal 

proposal will be presented at the AMC. 

As NADIE Vice President, Projects my major work for the 

year has been in regards to the NADIE Special Projects -

the writing and circulation of the NADIE Special Projects 

Pro forma. The intention of the Pro forma was: 

• To help streamline the application process for new 

Special Project proposals. 

• To establish some consistency in the way in which 

new projects are proposed.

• To assist with the budgeting and allocation of funds

for NADIE Special Projects.

• To continue to ensure that NADIE Special Projects are 

meeting the demands and current concerns of our 

members. 

• To assist those proposing the Special Project to arrive

at a reasonable timeline in which the project should

be undertaken.

• To assist the NADIE Executive to give some

consideration of the proposal before the annual

meeting of council (AMC).

By the closing date at the end of August only one new 

project had been proposed for 1998 (by Drama Vic). It is 

in regards to NADIE officially recognising the Australian 

contribution to the Young IDEAs project where a group of 

young people will represent our country by performing at 

IDEA '98. The new project is requesting $500 from NADIE 

to assist with administration costs. It will be tabled at the 

AMC. 

I requested that the current NADIE Special Project Officers 

complete a copy of the Pro forma as well. This had varied 

success (perhaps due to the fact that the Pro 
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MAKING A DRAMA 

OUT OF A CRISIS 
USING TEACHER IN ROLE TO 

EXAMINE A MORAL DILEMMA 
Steve Ball, Director of Language Alive and Catalyst Theatre in Health Education - Birmingham 

INTRODUCTION 

This workshop uses Teacher in Role to examine a sensitive 

moral issue. It requires around one hour of lesson time and 

is suitable for high school students in Years 10, 11 and 12. 

THE WORKSHOP AIMS TO: 

• Examine and challenge attitudes surrounding 

homophobia, stereotypes and whether people can be 

blamed for illness. 

• Develop negotiating, problem solving and decision

making skills.

• Provide information about the transmission of HIV 

and Aids.

PREPARATION 

Select and brief four students who will be asked to sit in 

the 'hotseat'. 

• Tom, a five year old boy who contracted the HIV 

virus through his mother. 

• Susan, a 25 year old intravenous drug user. 

• Gillian, a 25 year old nurse, married with two young

children, who became infected via a needlestick 

injury at work. 

• Norman, a 40 year old gay man who is employed in

the social work field.

* It may be helpful to use a while lab coat to signal

your role and to have a bottle or strip of tablets for

props.

i" 

GETTING STARTED 

Explain to the class that they are going to take part in a 

drama set sometime in the future and that you are going to 

take on the role of Dr. Williamson, the Chief Medical 

Officer at City Hospital. 

Hello everyone. I know that as members of the Ethics 

Committee here at City Hospital you have had 

considerable experience of making difficult decisions. I'm 

confident therefore that you will once again be able to 

employ your wisdom and experience in order to reach 

another difficult decision. You are all aware that a 

breakthrough has finally been made in the search for a 

cure for HIV and Aids. This hospital is fortunate to have in 

its possession sufficient quantities of this new drug to cure 

one patient. However there are four patients at the top of 

our treatment list. 

You will have an opportunity to interview these four 

patients in turn prior to making a decision about which of 

the four should receive treatment. 

The first patient is five year old Tom. Unlike the three other 

patients, he is not aware of his condition so I ask you to 

ensure that you do not disclose this to him. 

Tom then sits in the hotseat while you, in role as Dr. 

Williamson, field questions. The other three patients then 

take the hotseat and the process continues. 
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Thank you for your sensitive and diplomatic questions. As 

you know, this Ethics Committee usually operates in sub -

committees. I'd therefore like you to work in groups of five 

or six in order to formulate a list which has the patient you 

believe should be the first to be offered the treatment as 

well as the second, third and fourth. Each sub committee 

should be prepared to give reasons for their decisions. 

Allow 10-15 minutes for this to happen. Meanwhile brief 

the four 'patients' on what is going to happen next. Ask a 

spokesperson from each group to give their decision along 

with a brief explanation. 

Thank you ladies and gentlemen for your careful 

consideration. However, new information about these four 

patients has just come to light. I want to share this with you 

in case it has an impact upon your final decision. 

Tom, the five year old boy, is also suffering from leukemia. 

Even if his HIV is treated, his long term prognosis is not 

good; 

Susan, the 25 year old drug user, is six months pregnant; 

Gillian, the nurse, has been having an extra marital affair 

with a surgeon at the hospital; 

Norman has been quite modest about his occupation. He 

is in fact the director of the largest charity in Australia 

which employs 400 people and provides training, housing 

and support for thousands of homeless people throughout 

the country. 

Jn light of this new information, I am inviting you to return 

to your sub-committees in order to decide whether or not 

you want to reconsider your decision. 

After 5-10 minutes of further deliberations ask a 

spokesperson from each group to announce their decision 

and the reasons for it. 

REFLECTION 

Come out of role in order to discuss the work with the 

class. 

• To what extent did our attitudes towards people with

different lifestyles affect our decision?

• Is there such a thing as an 'innocent' or 'guilty' 

'victim' of HIV or Aids? 

• In real life, health care and treatments have to be

rationed. Who should make decisions about who

should receive treatment? 

Steve Ball is a visiting lecturer at Griffith University. He is 

Director of Language Alive Theatre in Education and 

Catalyst Theatre in Health Education in Birmingham, 

England. 
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from Griffith University and the appointment of two 

research assistants (Joanne O'Mara and Rod Lumer). 

A team of folk helped assist in the selection of keywords. 

(Sue Benner, Christine Comans, John Deverall, John 

O'Toole, Penny Bundy and Paul Stevenson.) My thanks to 

them all. 

Philip Taylor (Griffith University) 

ADEM 

Three editions of ADEM have been distributed to NADIE 

members to date. Production remains in Queensland with 

Aaron Sanders of Brisbane lmagesetter continuing to 

maintain a high standard of production. Steering each 

edition into production mode has not been without 

problems however. I continue to call for copy for ADEM 

with minimal success, each year spending an inordinate 

amount of time trying to gather material from contributors 

in this country. 

The very essence of ADEM is the teacher's voice - a 

showcasing of practice across the drama curriculum. To 

ensure that material is forthcoming, state drama 

associations need to continue to support and promote 

ADEM as a publication which opens up a sharing of ideas, 

dialogue, strategies and skills which relate to good 

classroom practice. This is the only way we can ensure 

such practice is shared, highlighted and documented in a 

quality teacher's publication. 

I am considering new ideas for making ADEM a more 

diversified publication. I will continue as editor for ADEM 

into the coming year despite some long service leave in 

semester one in 1998, and would see my role as facilitator 

of the magazine in terms of active promotion of ADEM on 

a national basis. 

Tracey Lee (Editor) 

Australian Catholic University. Queensland. 

;,- -

REPORT VICE
PRESIDENT 
(PLANNING) 

Whilst I was honoured to be elected to this position at the 

1996 AMC, it is my perception that, during the 15 months 

which have since elapsed, I seem to have taken some time 

to 'learn the ropes'. Perhaps I should have asked for more 

assistance from 'the old hands' but we all seem to be so 

constantly busy. As well, during 1996 and 1997, I have 

had to work in a range of senior positions, often at short 

notice. This has meant clambering up a number of steep 

learning curves and, at times, the NADIE Vice-Presidential 

curve has had to take a lesser priority. For this I apologise. 

In preparing this report I revisited the 1996 report of my 

predecessor, Robin Pascoe, wherein he referred to having 

a focus for his work as Vice-President (Planning). In 

particular he presented and spoke to the drah Operational 

Manual for NADIE. We received the finalised copy of this 

document in May this year. The amount of work 

undertaken by Robin in preparing this document is truly 

staggering and I feel quite inadequate in assuming 

responsibility for its ongoing implementation and 

adaptation. 

I have little to offer by way of major adaptations or 

additions at this meeting but wish to bring everyone's 

attention to the value of this resource for NADIE and urge 

you all to revisit it on a regular basis in the periods 

between AMCs. Please ensure that any comments for 

consideration and/or incorporation - at any time - are 

referred on to the Vice-President (Planning). Robin refers to 

the Manual as a 'working document' in his accompanying 

letter. We must all make it work. 

Over the next 14 months the Manual will be under 

constant review and will focus on a Constitutional Review 

to be coordinated by this position, with other members of 

the Executive. During the last 15 months this 

. -
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Communication within NADIE 

I have been grateful to Richard Sallis for his invitation to 

contribute an IDEA report to his regular NADIE Special 

Projects Newsletters. This has assisted greatly in my efforts 

to provide States and Territories with regular updates of 

IDEA information. I have also reported to the NADIE 

Executive through our tele-conferences and by fax 

whenever I have needed advice or support on important 

matters. Information about the IDEA '98 Congress has 

been disseminated as I have received it to States and 

Territories through ILO's wherever I have been provided 

with a contact address. A strong national ILO network for 

fast and efficient dissemination of information and 

communication is vitally important in the lead up to IDEA 

'98 next July. 

Kate Donelan 

NADIE DIRECTOR OF 

PUBLICATIONS 

As I will not be seeking a fourth term as director of 

publications, this 1997 report will be last. I would like to 

thank Sue Benner, Christine Comans and Robin Pascoe for 

the support they have provided me which has ensured the 

continuation of the excellent standard of NADIE 

publications. The past year has seen a consolidation of 

procedures outlined in the past two publications reports 

(see ADEM #2, 59-60. #3, 57-59), however, familiar 

challenges are still experienced. These can be identified by 

the following character: 

1. Difficulty in meeting production deadlines, because 

of delays in receiving referee reports (a particular

problem for NJ), and the lack of quality material

submitted for consideration (a particular problem for

ADEM) and the time commitment required to 

produce a quality production). 

2. The need for a support team to facilitate production. 

NJ 

At the moment, the production for the NADIE

publications is dependent on the editors being able to

meet deadlines. A challenge for NADIE in the future

could be to provide further administrative support for

help: liaise with referees, liaise with printers, assist

with clerical tasks such as mailouts and collation. 

1997 has been consumed by the preparation of the NJ 

Index 1976-1996. Delays in production have been caused 

by the time consuming nature of this project, staff 

absences, and problems with the software which 

was used. 

ADEM 

See following report 

NADIE Research Monograph Series 

The second issue of this series, 'An Aesthetic Framework in 

Drama' , by Judith McLean was launched at Playlab late 

February 1997. The monograph has been well received 

and sells well. It has been set as a required text for drama 

courses at QUT, Griffith University and Australian Catholic 

University (Queensland campus). NJ Index 1976-1996 

(disc data only) is now available for purchase from the 

NADIE office. 

NADIE Special Projects (Research) Report 

The NJ Index 1976-1996 has been a major project of the 

research office over the past three years and now has been 

published as an issue of NJ (Volume 21, Number 1). The 

Index should prove to be an invaluable resource for all 

teachers, students and scholars interested in investigating 

some aspect of the field of drama education. The Index has 

been supported by three research grants 
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MADDY'S STORY -

A PROCESS DRAMA 

Sue Davis, Kenmore State High School, Queensland 

RATIONALE: 

This process drama has been developed to be used as an 

introduction to the script A Property of the Clan or 

Blackrock by Australian playwright, Nick Enright. It aims 

to provide students with a context and issues that they can 

relate to readily and become involved in, before facing the 

more confronting situation presented in the script. This 

process drama was designed specifically for use in a 

drama classroom, with the focus for the unit being the 

elements of drama. Therefore, other activities were 

included in the lessons which helped introduce students to 

these elements and build their knowledge and skills (these 

are not documented here but elements of drama focussed 

on are referred to). 

OUTLINE: 

The drama begins with evidence that a female student 

(Maddy) has been missing school and not completing 

work. It implicates a boy - Bryan in the situation. Students 

go back then to see what happened, focussing on a local 

dance. The next day at school Bryan spreads rumours 

about Maddy saying she is 'easy.' She says the rumours are 

not true. The deputy principal interviews the students and 

discovers that Maddy went with Bryan after the dance to a 

'parking spot' and when she wouldn' t have sex with him, 

he pushed her out of the car and drove off, leaving her to 

walk home. Bryan is suspended from school. At a party at 

his house, his friends get stirred up and decide to have 

revenge. They go to her house and trash her parent's yard. 

Maddy has had enough and runs away from home. In 

desperation her parents contact a local television station 

who decide to focus on the issue and hold a talk show 

focussing on teenagers and harassment. The final ending 

is left open. 

LESSON ONE • PRE-TEXT • 

WHAT HAPPENED TO MADDY? 

(FOCUS: HUMAN CONTEXT) 

Students are provided with the stimulus material (see 

below) which includes a memo from an English teacher to 

a year level co-ordinator regarding the progress of a girl 

named 'Maddy' and her recent fall in grades and absences 

from class. (Figures 1 & 2). The material also includes an 

extract from the teacher's roll and mark book, as well as a 

note confiscated in class which was passed from one of 

Maddy's friends to her. 

Students arc asked to discuss what may have happened to 

Maddy and to identify what evidence they have based this 

on. In small groups students then prepare a series of three 

freeze-frames, each with a word or phrase, which shows 

what has happened to Maddy. Groups are to ensure that in 

the freeze-frame roles, relationships, attitudes and status 

are clearly shown. The series of freeze-frames are then 

developed into a short improvised scene. Each group 

shows them to the class. 

(N.8. Pre-text material needs to be formatted or 

rewritten to look like more 'authentic' school documents) 

Memo to: 

From: 

Year 11 Co-ordinator 

Mrs Starkey 

I am very concerned about Madeleine White's progress 

over the past few weeks. She has missed quite a few 

classes and not handed in two pieces of assessment. I have 

tried to talk to her but she claims that everything is fine 

and will not talk about what is obviously bothering her. 

Could you please check her progress across other subjects 

and see how she is going overall. 
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GRADE 11 11 ENGLISH ASSESSMENT(N.5.= non submit) 

Date 20/2 10/3 14/4 28/4 

Topic Essay Review Oral Letter 

Jane Reason C- C+ C+ C-

Bryan Smith C+ C- N.S. C-

Rachel Styles B B+ B+ B 

Peter Vanders C B B+ C+ 

Madelaine White A A- N.S. N.S. 

Jodie Wong A- B+ B A-

Figure 1 

GRADE 11 ATTENDANCE (a= absent, L=late) 

Date T Th F M T Th F M T Th F M T 

Jason Reason a a L 

Bryan Smith L L a 

Rachel Styles a a 

Peter Vanders a 

Madelaine White L a a L a a L a 

Jodie Wong 

Figure 2 

Some of the boys seem to be giving her a bit of a hard time 

- I'm not sure what it's about. Perhaps you could follow it

up. I have also attached a copy of a note I found a friend 

of hers passing to her in class. 

LESSON TWO • THE DANCE AND 

AFTERMATH (FOCUS: DRAMATIC 

TENSION) 

The teacher asks for two volunteers to play Maddy and 

Bryan. They are given a role card and asked not to 

show it to other students. They are also briefed with 

some details about their likely actions and responses 

during the role-play. The teacher explains that the class 

will be involved in a whole-class improvisation. They 

are divided into groups and each group is given a 

general role description card. Students are invited to 

flesh out these 'archetypal' roles and make them 

believable. The structure of the experience is also 

explained, and that students in their groups will be 

asked to respond with freeze-frames, actions, words, 

phrases and enacted drama. The following process is 

then worked through. 

Let me know how you go. 

Thanks 

Lisa Starkey. 

Extract from Markbook 

(Note passed in class) 

Dear Maddy, 

Why didn't you come to my party on Saturday?? It was so 

cool - you missed out on a great night. You better watch 

Bryan!!! Don't you like him anymore? 

Talk to me!!! 

Love 

T.8. 
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hosting the 1998 World Congress is for as many Australian 

drama/theatre educators as possible to travel to Kenya to 

participate in IDEA '98. The Kenyan Congress provides 

NADIE members with a unique professional and artistic 

opportunity. However the costs involved - including travel 

from Australia to Kenya and the Congress registration, will 

prevent many Australian drama teachers who are 

committed to participating in the Congress from doing so. 

I thus propose that NADIE should focus its Solidarity 

fundraising efforts on assisting NADIE members to attend 

the Congress in Kenya. 

Recommended Motion: 

That NADIE members in each State and Territory embark 

on a Solidarity fundraising campaign preceding the IDEA 

198 Congress. That funds raised should be used to assist 

drama educators within each State and Territory to attend 

the Congress. 

That each State and Territory develop their own specific 

criteria and selection procedures for allocation of financial 

support but that they should be based on the following 

principle: 

That at the IDEA 198 World Congress in Kenya NADIE will 

be represented by Australian drama/theatre educators from 

each State and Territory, from each educational sector and 

at different levels of professional and artistic experience. 

IDEA Projects 

The outcomes of a number of IDEA's international projects 

will culminate at the 1998 Congress in Kenya. The 

Community Theatre Project: 'Swapping Stories', an 

international comparison of the working methods of six 

innovative community companies in Kenya, the 

Philippines, Nicaragua, USA, and the Netherlands is 

nearing completion. A book and video will be launched in 

Kenya including an Australian component if funds allow. A 

book and video documenting a cross-cultural community 

theatre based on the work of PETA, 'Edgy Storytellers' is 

- -

now available from the IDEA Office in Amsterdam. 

The report of the 'Partnerships in the Arts Project' ,  a 

collaborative European based project in five countries that 

is examining exemplary models of cooperation between 

secondary schools and drama teachers, professional artists 

and arts training institutions will also be presented at the 

Kenyan Congress. 

KDEA Symposium and IDEA Executive Meeting 

The next IDEA Executive meeting will occur at the end of 

November this year in Kenya. This meeting will enable the 

Executive to visit the IDEA '98 Congress venues and to 

gain first hand information about KDEA's plans for the 

Congress. To coincide with the meeting of the Executive, 

KDEA have organised an 'International Symposium of 

Culture, Community and Development' from 29 

November - 7 December. KDEA has extended an 

invitation to NADIE members to participate in this 

Symposium in Nairobi. 

KDEA see this event as an important prelude to the IDEA 

'98 Congress in Kisumu; it will build on African networks 

and will identify key issues that will be central to the 

World Congress. Symposium proceedings will be 

published in a journal prior to the Congress. In order to 

support IDEA and KDEA in this important period prior to 

the Congress it is very important that Executive members 

attend both event in Kenya at the end of this year. However 

lack of funding for Executive members' travel costs to 

Kenya may prevent a number of members attending. In my 

case, funding difficulties seem insuperable but I am 

hoping that I will still be able to participate in these 

important meetings in Kenya if financial support can be 

found. 
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with urgently needed funds to assist KDEA as they prepare 

to host the 1998 I DEA Congress. The majority of sales have 

occurred within Australia but through effective promotion 

at national and international conferences, orders from 

overseas have substantially increased. 

John O'Toole has played an energetic and creative role in 

marketing the book and video and has made some 

exciting proposals for future IDEA publications. In May, 

the Secretariat produced the IDEA Newsletter, a bilingual 

publication that was distributed to IDEA members 

throughout the world. 

IDEA General Council Meeting in Hungary 

HUDEA, the Hungarian Drama Education Association, 

hosted the 1997 IDEA General Council Meeting and 

Executive meetings in Budapest in March. NADIE was 

represented by its voting delegate Robin Pascoe and I was 

there as an IDEA Executive member. Although a relatively 

small number of IDEA delegates were able to attend these 

meetings they were very important in resolving the 

potential constitutional crisis and disputes within IDEA. 

Christine Comans important role in providing independent 

advice to the Executive as a dissenting member of the 

IDEA Constitutional Working Party should be 

acknowledged. 

The Executive's position in relation to its dispute with 

former Secretary Tony Grady was confirmed by a ruling 

from a Portuguese attorney and consequently IDEA 

delegates at the GMC voted to remove Tony Grady 

permanently from the Executive. Mary Yirenckyi from 

Ghana was appointed as IDEA Secretary until next July 

when a new Executive will be elected. NADIE made a 

strong contribution to the business of these meetings; a 

feature was the forging of strong cooperative relations 

between NADIE [and other English speaking members] 

and francophone delegates. 

IDEA delegates worked cooperatively and energetically in 

Budapest on a number of ongoing IDEA projects and 

reached a consensus on the themes for the IDEA '98 

Congress. Sadly the KDEA delegation had to leave early 

because of the death of Ochieng Anyona, a key member 

of the IDEA '98 Congress organising committee. 

IDEA '98: Linking at the Equator Crossroads 

Under the leadership of IDEA Congress Director Dr Opiyo 

Mumma, the IDEA '98 Congress Committee have 

proceeded with preparations for the hosting of the 3rd 

IDEA Congress that will be held in Kisumu, Kenya from 9-

19 July. Call for Papers brochures have now been 

distributed; all proposals for papers, workshops and 

performances need to be sent to the IDEA '98 Congress 

Organising Committee by October 30. In spite of a loan 

organised by IDEA President Maria van Bakelen from a 

Dutch bank, KDEA have an urgent need for operating 

funds to prepare the Congress; thus early registration by 

intending Congress participants is requested. 

John O'Toole and myself have written to Opiyo Mumma 

raising concerns that have been put to us about the length 

of the Congress, the identity of Keynote speakers and 

practical issues related to safety and logistics. We await 

detailed responses to our questions but have been assured 

that these matters will be addressed. Dr Opiyo Mumma 

has now written to NADIE inviting us to participate in the 

youth performance component of the IDEA '98 Congress. 

Drama Victoria through Chris Thompson and Sally Mshai 

Mwangola, have been coordinating the proposed 'Young 

Ideas' project involving young people from the 

Albury/Wodonga region. 

Solidarity Fundraising 

The decision by IDEA members to hold the 1998 World 

Congress in the developing world set a huge financial 

challenge for IDEA as an organisation. In my view, the best 

way that NADIE can support IDEA and KDEA in 

<> • " � - -

"° so A D E M 
"' 

- . . 

:�-
-• -

R E S O U R C E 
.., � . -- . 

The Dance Role Cards 

Maddy 

You are Maddy, you are sixteen years old. You were keen 

on Bryan and thought he liked you too. You met up with 

him at a local dance and were flirting with him. When he 

offered you a lift home, you accepted (after letting a friend 

know). He didn't take you straight home, but parked out of 

town. You started to make out and that was okay by you, 

but then he started to get too heavy and tried to make you 

do things you didn't want to. When he tried to force you 

to have sex, you told him to stop it, but he wouldn't listen. 

He then told you that you could walk home if you 

wouldn't sleep with him, he called you a 'prick teaser', 

pushed you out of the car and drove off. You then had to 

walk several kilometres home. His friends are now saying 

really horrible things to you and you suspect he has told 

them you are a 'slut'. You feel as if in some way it was your 

fault and just want to hide. 

Bryan 

You are Bryan, a seventeen year old boy You are fairly 

popular and like to have a girl around but nothing too 

serious. You thought Maddy was okay, but you were mostly 

interested in having a 'good time'. You met up with Maddy 

at a local dance and she was flirting with you and dressed 

in a really tight dress. You thought she was definitely 'out 

for it'. After the dance you offered to give her a lift home 

and went for a drive to a quiet spot. Things got pretty 

interesting in the car and you were very excited, but then 

she refused to have sex with you. 

You then got really angry and pushed her out of the car 

and drove off. You believe she lead you on. The next day 

you were still mad at her, so you told your mates that she 

was a real little 'goer' and a 'slut' and that she did 

everything you wanted her to. You told them that you 

weren't interested in going out with her anymore and that 

if they wanted to try her out that all they had to do was ask. 

Bryan's friends 

You think he is pretty cool and like to hang out with him 

and stay in his good books. 

Neutral guy 

You think Bryan is a big show-off and a bit of a bully. 

_..,., � ·- ~, ..,., 

Maddy's friends 

You are friends of Maddy and supportive of her. 

Nasty girls 

You think Maddy is up herself and are jealous of her and 

Bryan . 

Good girls 

You used to like Maddy but think she's been mixing with 

the wrong company lately. 

FRAME 1 

• It's Saturday night and there is a big dance on.

Everyone is going! You are getting ready with your

friends to go to the dance. (Show your group getting

ready, use repeated actions with one word each per

character). 

• You arrive at the dance with your friends. It's pretty

early and there is not a lot of action happening. (Each

group arrives and enters the space as the teacher calls

them out. As they enter they freeze and make a 

statement). Bring the dance to life. (After the action

has developed a bit, freeze).

• It's about halfway through the night. Some couples

are starting to pair up. Apparently some people have

snuck alcohol into the dance. Generally things are

starting to happen. Bring it to life. (Once again after a

while, freeze it) 

• It's near the end of the dance. There's some slow

dancing, some people having a really good time,

others feeling like wallflowers. Bring it to life (then

freeze). Maddy leaves the dance with Bryan - check

them out!

• It's the end of the night, people are now leaving and 

going home. Some are planning to party on, or

organise lifts home, some get picked up by their

parents! Bring it to life, then freeze.
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FRAME 2 

It's Monday morning and you're back at school (co

incidentally all in the same English class). The teacher is 

running late and you are all talking about the week-end 

etc (Bryan comes in, he works his way around the groups 

spreading his rumour). 

The teacher enters in role as the English teacher and starts 

asking students to hand in English assignments etc. After 

some time Maddy enters the room. Teacher asks why she 

is late, and asks her to sit down (near Bryan). Teacher 

proceeds to write on board (turn away from class) or leaves 

the class. The students will most likely begin to question 

Maddy and harass her. The teacher intervenes after some 

time and tells Maddy she wants to talk to her at lunchtime. 

FRAME 3 

It's morning tea time. Position each of the groups around 

the room. Ask Maddy to slowly walk past each group, 

encourage students to respond to her in role. (Students will 

tend to harass her and talk about her, some may choose to 

support her. Ensure groups are spaced at some distance 

from each other to allow for the full impact of each 

response.) 

LESSON THREE • THE INTERVIEW (FOCUS: 

TENSION & MOOD) 

Enrol students as the Deputy Principal. Tell them that one 

of Maddy's friends has come to see you to tell you about 

the harassment Maddy has been experiencing. The Deputy 

(whole class) is then to interview Maddy and Bryan 

separately about what has been happening. Each interview 

should last five to ten minutes and the object is to try to 

expose the 'real' story. The students then determine what 

will happen and where the action should go to next (eg. 

some may want to then try and resolve the issue, call 

parents in, go back to the English classroom etc). 

Students then develop short scenes to show what might 

happen after this or they may have suggested ways to 

continue the drama as a class. 

LESSON FOUR • BRYAN'S REVENGE 

(ELEMENT:: FOCUS) 

Teacher explains that although Bryan and Maddy may 

have patched things up, problems still remain (i.e. it may 

be necessary to say this if some groups in the previous 

lesson have had Bryan and Maddy making up, getting back 

together etc). School policy about harassment means that 

Bryan has been suspended from school because of the 

severe nature of the harassment and some of Bryan's 

friends in particular are angry about this. 

The class is broken into groups and given different role 

cards. The classroom is divided into two spaces, one 

Bryan's house and one Maddy's. Assign each group a 

number. Call out 'go' and 'freeze' to direct the action (or 

don't first time around if you are wanting to introduce the 

notion of focus - just say go and see what happens). 

• Start with party on one side (full action) and Maddy

sitting by herself on the other side (frozen).

• Bryan's father and friends discuss Bryan's suspension 

from school. 

• Maddy's friends arrive at her house.

• Girls at party ring Maddy's.

• Maddy's parents discuss their concerns about Maddy. 

• Full on party scene, boys discuss ways of paying

Maddy back, they go and trash Maddy's yard (full 

action from all groups).

• Maddy's parents try to resolve action, find out what is 

going on.

Bryan's Revenge Role cards 

Bryan's father and friends 

You are having a few drinks while Bryan's party is on. You 

are discussing Bryan's suspension. You think the girl is to 

blame. 

Maddy's friends 

You go to visit her instead of going to Bryan's party, you are 

aiming to cheer her up. 
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Once again I thank Sue Benner for managing the difficult 

and unrelenting task of the NADIE Administrator with such 

good humour. The business of NADIE is complex and the 

shortage of funds is onerous and worrying. This last year 

has been more difficult with the tyranny of distance added. 

Hopefully now the use of electronic communications will 

help. 

NADIE Operations Manual 

A major project in terms of improving the efficient and 

effective running of NADIE has been the development of 

the Operational Manual which is designed to record the 

corporate memory of the organisation. It is designed to 

focus our work, to provide advice when handovers are 

made and to smooth the running of the organisation. It is 

not designed as a constraining straightjacket. It is not a 

constitution so it can change as practice does. 

Recommendation: 

that the NADIE Operational Manual be endorsed for 

1997-98; and that the Vice President (Planning) take 

charge of keeping the Operational Manual up to date and 

work with the Administrator to ensure that it is available to 

relevant members and NADIE officers on a yearly basis. 

Things undone or still to be done 

The aim of reviewing the NADIE Constitution remains on 

our agenda. One of the aspects of the current constitution 

is a quarterly newsletter. This has only been partially 

managed in the last year. In part this was due to financial 

constraints and the need to reflect on the on-going 

effectiveness of this mechanism. 

~ . -

""."<:' .. � -- .... ,.. 

Recommendation: 

that a review be undertaken by the NADIE President and 

Administrator of the most effective ways of communicating 

directly with members of NADIE and that 

recommendations be made to the Constitutional Review 

sub-group on this matter. 

One of the ideas discussed for this Twenty-First 

Celebration is acknowledgment of the past leaders of this 

association - such as activating honorary life memberships 

- for a Hall of NADIE fame. 

Robin Pascoe 

IDEA LIAISON 

OFFICER'S REPORT 

In 1996-7 NADIE has again demonstrated its commitment 

to IDEA by playing an active and constructive role within 

the international community of drama/theatre educators. 

Our important contribution to the work of IDEA has 

occurred in spite of the severe financial constraints faced 

by both NADIE and IDEA and intense professional 

pressures on individuals in positions of responsibility 

within both organisations. Bruce Burton as IDEA 

Administrator and myself as IDEA Vice-President and 

Director of Projects continue to hold our Executive 

positions until the next IDEA World Congress in July 1998 

in Kenya. For the same period NADIE is hosting the IDEA 

Secretariat. 

Work of the IDEA Secretariat 

The Secretariat coordinated by Bruce Burton and with the 

administrative assistance of Sue Benner has undertaken a 

number of substantial tasks for IDEA this year. Much work 

has been put into marketing the two major products from 

the IDEA '95 Congress: the IDEA advocacy video and the 

IDEA book 'Drama, Culture and Empowerment.' At this 

stage $10,000 in orders have been filled, providing IDEA 
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Whatever the rights or wrongs of differing points of view, 

a resolution had to be found that would enable IDEA to 

move forward. I hope that this happened in Budapest and 

IDEA continues to grow and flourish. Time will be the 

measure of the effectiveness of this meeting. The following 

issues remain: 

• IDEA is chronically underfunded - a situation we

know and recognise in NADIE.

• The members of the Executive, delegates and

committees are working to bring consensus and 

collaboration between diverse and often

contradictory points of view and modes of operating -

an evolutionary phase that NADIE itself has

experienced. 

• The effectiveness of IDEA rests very much on the 

energy, commitment, hard work and vision of 

individuals - such as our IDEA Liaison Officer, Kate

Donelan and the ever resilient President of IDEA,

Maria Van Bakelan.

NADIE continues to be a powerfully supportive 

underpinning for KDEA, the Kenyan Drama in Education 

Association, the organisers of IDEA '98 the 3rd World 

Congress of Drama/Theatre and Education to be held from 

the 9-19th July 1998 in Kisumu, Kenya. 

Recommendation: 

I recommend that future NADIE budgets take this 

expense into account. 

NADIE Projects and Research 

Richard Sallis, Vice-President (Projects) will report more 

fully on the specific projects however at this point, let me 

congratulate Richard on his handling of this portfolio and 

support his work in putting projects on a more business 

like and organised footing. The value and significance of 

NADIE Projects over the last few years cannot be 

underestimated. They have provided NADIE with focus 

and tangible outcomes such as the Advocacy brochure. 

What has been needed however, is an is an effective 

process for initiating, budgeting and reporting our 

projects. Rather than being a collection of projects, there 

is a need for co-ordination and management. I applaud 

Richard's approach to this matter. NADIE's role in 

supporting research in drama education is also noted. Not 

only were we well represented at the International Drama 

in Education Research Institute held at the University of 

Victoria in British Columbia, the NADIE Journal continues 

to report pre-eminent research and NADIE is represented 

on a major application to the Australian Research 

Council. 

that NADIE continue to support IDEA through payment of NADIE Publications 

the IDEA subscription and consideration of the following 

two issues in relation to IDEA '98: 

7. At the 7 996 AMC, it was decided not to hold a

NADIE conference in 7 998; is this a matter that we 

should reconsider? I realise that we have two 

proposals for a mini-national conference and AMC to 

consider, so I will not make a formal

recommendation on the matter but I am increasingly

concerned about there not being sufficient 

appropriate forums for NADIE dialogue. 

2. The cost of NADIE's membership of IDEA is high -

not the least of which is the cost of attending Council 

meetings. Our past practice of expecting institutional 

support for attendance has been born of necessity but 

there is little doubt that NADIE should be supporting

the attendance of voting delegates to IDEA meetings.

Once again NADIE publications are noteworthy. Through 

NJ and ADEM, NADIE is a tangible presence in the lives 

of our members. I commend to everyone the Special 

Edition of NJ and Philip's remarkable thumbnail sketch of 

the twenty one years of the journal. As Philip prepares to 

step down as Director of Publications I want to publicly 

acknowledged the work he has done in this role and the 

reshaping influence he has had on the content and the 

look of our publications. 

Recommendation: 

that a vote of thanks be made to Philip Taylor as retiring 

Director of Publications of NADIE publications. 

NADIE Management 

• 

• 

,i A - - -

.,, RESOURCE 
t,,, "'"""' � " ...... 

Girls at Bryan's party 

You want to maintain your friendships and relationships 

with Bryan and his mates. You decide to pay out on Maddy 

by phoning her up and harassing her. 

Maddy's family 

You have heard some rumours but Maddy has not told you 

herself what has been going on. You approach her to find 

out exactly what has happened. 

Bryan and his mates 

You are drinking at Bryan's party. You are angry about 

Bryan's suspension. You decide Maddy deserves to be paid 

back, so you go to her house and trash her yard and paint 

'slut' on the road. 

LESSON FIVE • TALK SHOW (TEENAGERS 

AND HARASSMENT • MADDY COME HOME!) 

(FOCUS: LANGUAGE) 

Set up an Oprah Winfrey style show 'Teenagers and 

harassment - Maddy's story' . Teacher will play a talk show 

host (with a name like Poppy Winfro). Enrol students as 

audience and assign roles. The teacher can take on the role 

of the host or brief a student who may wish to take on the 

role. Otherwise the teacher could start off in this role and 

hand the role over later when students are committed to 

the drama. 

A convention should be established for controlling the 

action. Tell students that if things get out of hand, that the 

host will go to an advertisement and the action will break. 

The host introduces the show, explaining that Maddy has 

experienced extreme harassment and has run away from 

home. Her parents want her to come home and have 

contacted the show to get help. The television network has 

decided to hold a talk show on the issue of 'teenagers and 

harassment'. The focus of the show will be looking at 'who 

is to blame' and 'how can we stop this kind of thing 

happening?' Gradually bring in different characters, set up 

minor confrontations, invite questions and responses from 

the audience. 

� �---- � -� � -- �' 

TALKSHOW ROLECARDS 

Bryan's friends 

You think the whole situation has blown up out of control. 

You still think Bryan is a good bloke and have participated 

in teasing Maddy because you think she deserves it. 

Maddy's friends 

You believe her story and have supported her through the 

situation. 

Bryan's female friends 

You don't like Maddy, you think she got what she 

deserved. You have joined in the teasing because you want 

to stay friends with Bryan and mates. 

Mrs Starkey 

Maddy's English teacher, the one who first investigated the 

situation. 

Deputy Principal 

You are keen to stop harassment in the school but are 

unsure about dealing with events outside the school (ie 

that happen on weekends). 

Maddy's parents 

You are devastated and will do anything to get her to come 

home. 

Bryan's father 

You are a single parent. Bryan is a bit of a handful but you 

are proud of him. You don't believe that he did anything 

wrong, and believe it was the girl's fault. 

School counsellor/ sexual assault worker 

You work in the school and local community. You see a lot 

of cases of domestic violence, rape and sexual assault. You 

see that in most cases it is men who commit these acts. You 

get angry when you see women being blamed for causing 

male violence. You believe it is wrong to tell women to 

change their dress etc to escape unwanted male attention, 

and believe that it is time men took responsibility for their 

actions. 
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Police Officer 

You have been concerned about the behaviour of Bryan 

and his mates but generally they have stayed out of serious 

trouble. You think parents should take greater 

responsibility in supervising their kids. You believe that 

what happened was probably harassment and best dealt 

with at school. 

SAMPLE QUESTIONS FOR: 

Maddy's parents 

Where is Maddy, what happened? If you are decent 

parents, why has she run away? 

Teacher 

When did you first become aware that something was 

happening? What did you do to stop the harassment 

continuing? Do you think Bryan did attack Maddy or was 

she just exaggerating? 

Bryan's male friends 

Why did you join in harassing Maddy ? Can't you think for 

yourself? Don't you think the old 'double' standards are a 

bit dated? Are you sorry for what you did and said? 

Maddy's friends 

What did Maddy say about Bryan before the dance? Do 

you think she led him on? How could she have stopped 

what happened? Why didn't you go with her that night? 

Bryan's female friends 

Do you think it was fair to brand Maddy a 'slut' when you 

don't know what really happened? Why have you taken 

Bryan's side? Do you think it should matter what a girl 

wears? 

Bryan's father 

What are you going to do about your son's behaviour? Did 

he learn it from you? What is you attitude to women like? 

Can you sustain long term relationships with women? 

Deputy 

Do you think you did enough to help Maddy? Shouldn't 

the school have done more, suspended Bryan and his 

friends earlier? Why do boys do these kinds of things? 

Counsellor 

Why would Maddy have run away? What could have been 

done to prevent this situation occurring? What can young 

women do to avoid these kinds of situations? What should 

happen to Bryan ? 

Police 

Do you think Bryan should now be arrested (for assault, 

attempted rape and vandalism)? What should happen to 

boys like him? What advice can you give to the parents of 

teenage children? 

Audience 

What can we do to get Maddy back? How can we stop this 

kind of thing happening to other young women? What 

should happen to Bryan? 

LESSON SIX • POSSIBILITIES. 

To conclude the story, students develop freeze-frames or 

scenes to show what happened to Maddy/Bryan next 

week, next month/year, five years time. Another possibility 

is to work backwards in time to look at what could have 

been done to stop the situation from occurring. 

Discuss issues that have been raised by Maddy's story: 

• Gender roles and harassment

• Masculinity and violence

• Friendship, peer pressure and loyalty

SCRIPT READING AND RESPONSE 

(INTRODUCE PROPERTY OF THE CLAN 

AND/OR BLACKROCK) 

Students read the script in class, discussing similarities to 

Maddy's Story and their own experiences. Analyse 

'messages' they get from the script. What does it tell us 

about forms of masculinity and femininity in our society? 

What ends up happening to the female characters/male 

characters? What else could have happened? Students 

deveiop dramas of alternative responses (concept of Boal's 

FORUM THEATRE can be introduced here). For 

assessment students develop improvised scenes in 

response to Maddy's Story or the play. 

REFERENCES 

Enright, N. (1996). Blackrock. Sydney: Currency Press. 

Enright, N. (1994). Property of the clan. Sydney: 

Currency Press. 
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Recommendation: Working with ADSA - Australian Drama Studies 

that NADIE business we be carried out through email, On- Association 

Line services and that consideration be given to publishing Following motions from earlier AMC'S, the links with 

on-line. 

Working with NAAE - the National Affiliation of

Arts Educators 

A major amount of my time has been in working with the 

NAAE. Despite the NPDP project coming to a close, NAAE 

has carefully used its resources to see the continuing life 

for the ACAE - Australian Centre for Arts Education at the 

University of Canberra and an ongoing commitment to the 

position of Executive Officer. The work of the NAAE has 

been steady though perhaps not as spectacular as in the 

years of the major projects such as the CD-ROM, the Key 

Competencies and Work Samples projects. However, the 

NAAE has continued to meet and produced a series of 

advocacy posters and the technology projects which has 

lead to the development of a series of major papers on arts 

literacy through the ARTS on EdNA project. 

Working with each of the member associations, the NAAE 

developed a series of papers on arts literacy. After 

consultation with the Executive, I wrote a paper on 

'Drama as an arts language'. These papers will be 

launched on-line in the near future and some copies will 

be available in hard paper format. This project brought 

$1200 into the NADIE coffers which was used, in part, to 

defray expenses such as attendance at the IDEA Council 

meeting in Budapest. 

Recommendation: 

that NADIE continue to support and actively participate in 

the NAAE, making, where necessary, appropriate financial 

support for its representation. 

,� - -

ADSA have been made. We have arranged reciprocal 

membership for the Presidents of each association; for the 

last year or so I have been on the email list for the ADSA 

Executive and suggest that we do the same for the NADIE 

Executive email list for Adrian Kiernander, the President of 

ADSA. In future, it would be worth pursuing 

complementary activities such as joint conferences or joint 

publications where mutually beneficial. 

Recommendation: 

that the NADIE President further pursue and develop links 

with ADSA. 

NADIE Advocacy 

NADIE continues to advocate for drama in the curriculum. 

In particular, this year I wrote the support for drama as a 

tertiary entrance scoring subject in Western Australia and 

the success of that campaign by Drama West. NADIE will 

continue to play this role where necessary and I encourage 

all member associations to make best use of NADIE as a 

voice for drama in the curriculum. 

International Drama Education 

I have already reported to you earlier on the intense and 

difficult Council meeting of IDEA held in Budapest and 

hosted by the HUD EA, the Hungarian Drama in Education 

Association. The Council Meeting was my first as voting 

delegate for NADIE and critical for the ongoing 

development of this international association. It was not 

an easy meeting and there was a high level of anxiety, 

disputation and constitutional manoeuvring. Our position 

as NADIE, as a key initiating member of the international 

association, was essentially pragmatic. 

IDEA faced a crisis; it had been in effect, paralysed by 

resort to constitutional bastardry and bitter division. 
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NADIE ANNUAL COUNCIL 

REPORTS FOR 1997 

PRESIDENT'S REPORT 

As we gather for the 21 st annual conference and AMC, it 

is important that we remember and celebrate our 

achievements and give thanks for the people of NADIE for 

their selfless and largely untold contributions to the 

development and success of drama in the curriculum. This 

has been very much a learning year for me as President 

and this report is largely about some of the things learnt. 

I begin by focusing on people: thanking those who have 

helped and supported NADIE in the last year. In particular, 

I thank the members of the NADIE Executive: Sue Benner, 

our administrator, Vice Presidents, Mary Fox and Richard 

Sallis, Director of Publications, Philip Taylor; all the 

special projects officers and NADIE Liaison Officers, and 

Kate Donelan for her work on our behalf for IDEA. Our 

hosts for Dramaxis: Positioning Drama conference have 

worked tirelessly and against difficult odds. I thank 

Conference Director, Di McKenzie and EDA President 

Terri Kamasz and the hardworking committee. 

As we begin our work in Sydney this week, let us 

remember and live the key values we endorse in our 

strategic plan; consultation, openness and responsiveness; 

collaboration and teamwork; learning; innovation and 

practice; and getting the job done. Remember, we all do 

this extra work for no other reward than the enhancement 

of drama in the curriculum. However passionately we 

hold passing beliefs and however loudly we argue for 

issues, in the end what matters is our collaboration, our 

networking, our mutual support and friendships. 

National Drama Education Leadership 

There are many activities of NADIE that go largely 

unnoticed not the least of which is on-going management 

and survival. That·. there continues to be a national 

association of drama educators cannot and should not be 

taken for granted. That we continue to be successful is the 

icing on the cake. You do not need me to tell you of the 

current economic and educational climate and the culture 

of change. We see it often in the media, in the continuing 

contraction of the tertiary sector and the shifting focus in 

education on literacy, restructuring departments of 

education and cal Is for greater demonstrated 

accountability. In this climate of change and shifting 

priorities, NADIE needs to be an effective voice for drama 

in the curriculum. In the past year, NADIE has worked to 

provide this national leadership through a series of 

projects and activities. 

NADIE On-Line 

Although it has taken longer than anticipated, the launch 

of NADIE On-Line is the fruition of a vision outlined in 

Launceston. NADIE thanks the persistence of SPO Peter 

Hempenstall and Sue Benner, in navigating the realities to 

bring us thusfar. I also welcome those state and territory 

associations who are on line and look forward to the 

regular and effective use of email and the internet to 

enhance the communications network of NADIE. Over the 

last year, I have watched with interest the ADSA example 

of using the power of being on line for all manner of 

discussions and interchange. 

- . . 
-:· 46 A D E M 

.... -- � =-= 

� -- ' 

{ RESOURCE 
�!;t.._ • - ... "?-· - - -

ARE WE RACIST? 
EXPLORING AUSTRALIAN, COMMUNITY 
AND PERSONAL ATTITUDES THROUGH 
THE DRAMATIC FORM 

Sean Lubbers, Toogoo/awah State High School, Queen/and 

Unit Length: 8 weeks 

RATIONALE: 

Students of Senior Drama in Queensland must at some 

stage of their course in year 11 and 12, engage in drama 

work which deals specifically with Australian content. 

Rather than taking a purely historical approach to 

Australian drama, this unit draws its approach and 

inspiration from the work of Cecily O'Neill and Judith 

McLean. It works within an aesthetic framework of drama, 

embedded almost entirely in students' own feelings and 

lived experiences, transforming these into dramatic art 

forms. The unit takes a contemporary perspective 

exploring a variety of art forms and stories. It works to 

explore racist issues, identities and philosophies 

underpinning our Australian identity and nature. Although 

this piece of work is derived from the Queensland Drama 

Syllabus, it could be adapted for a variety of educational 

needs and contexts. 

OBJECTIVES: 

By the end of this unit students should be able to: 

FORMING 

• Manipulate Australian autobiographies/biographies of

all cultures into dramatic form.
• Utilise a variety of pre-texts and stimuli to create

meaningful drama.
• Manipulate a wide variety of theatrical styles and

conventions to transform a collection of stimuli.
• Manage and manipulate the elements of role, mood

and symbol to reflect racism in Australia and 

Australian drama.
• Create a number of situations/contexts which connect

with the theme of racism in contemporary Australia.

PRESENTING 

• Demonstrate the elements of role, mood and symbol

to interpret racism in Australia and Australian drama.
• Present and link a variety of dramatic conventions to

demonstrate personal feelings and attitudes of racism

in society.
• Confidently apply and demonstrate eclectic dramatic

form to interpret Australian drama.
• Present a one person show with a common

throughline.
• Utilise voice and gesture to reveal the deeper

meaning of a character's life experiences.

RESPONDING 

• Aesthetically engage in the art of process drama.
• Analyse socially critical and celebratory perspectives

within student devised and textual drama.
• Analyse, synthesise and evaluate a playwright's

intention when building a play which deals with the

theme of racism.
• Reflect upon how the element of language has

constructed racism in Australian society.
• Identify and reflect upon their own personal beliefs

and attitudes towards racism and people of other

races.

DRAMA PROCESSES 

Rather than outlining the unit in weeks or lessons, I have 

decided to include a couple of progressions of lessons 

which process the individual beliefs/opinions/feelings 

about racism and share them with other members of the 

group. These drama processes are an ideal launching pad 

for any Australian drama unit which explores the theme of 

racism. 
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DEVELOPING THE DRAMA PROCESS 

TOWARDS PERFORMANCE 

STAGE ONE 

LESSON ONE 

Step One 

Start lesson by getting students into groups of four. Give 

each group one piece of butcher's paper and pens. Instruct 

students that they are to brainstorm the concept 'Racism' 

through writing down as many words as they can that they 

feel could be associated with the concept. They could be 

racist words, words to describe victimisation, words to 

describe a particular race etc. Once students have 

completed this task, the paper is placed up around the 

room for student reference. These become the basis of the 

purpose, status and motivational aspects of character that 

students will have to manage and manipulate in building 

their character for a one person show. 

Step Two 

Provide a class set of neutral masks in the centre of the 

room and asks students to take one. Students are asked to 

walk around the room with their mask on and then freeze 

and develop a symbolic body position as response to 

words called out by the teacher (these words come directly 

from the students' brainstorming on paper).lt must be their 

first, natural immediate response. Then do the same thing 

again, only this time, get students into a group of four to 

create a group symbol which represents the word or 

phrase the teacher calls out. 

Step Three 

Keep students in the same group of four. Instruct them that 

in this group they are to tell each other at least one story 

each of how racism may have touched their life. For 

example, a direct personal experience, something they 

have witnessed, or even seen in a film/television 

program/play/book. The stories should only be shared in 

the small groups of four to protect students' confidentiality, 

particularly if the story is a personal experience. 

Step Four 

Rejoin the student initiated discussion and tell the groups 

that they are now to decide, from the stories they have 

heard, which story has the most dramatic potential or 

which most strongly symbolises racism in society. 

Step Five 

Students are then told to interpret their chosen story 

through a series of four frozen images. They should be 

sequential and give us the strongest images from the more 

powerful aspects of the story. A few minutes is given to 

prepare these. 

Step Six 

Students demonstrate their frozen images with other 

students as critical observers, interpreting, under teacher 

direction, the essence of each story. Who is the victim and 

who is the protagonist? This stage of critical reflection ends 

the lesson. 

LESSON TWO 

Step One 

Students are to get back into the groups they were in last 

lesson. The next phase of this drama is to transform the 

frozen images into action (perhaps adding sound or words 

if desired). In the middle of the classroom is a basket 

containing a number of different dramatic properties 

(masks, cloth, body bags). Students are instructed that they 

can take one item per group from the basket to use in their 

abstracted interpretation of their story. The students must 

be reminded that this stage of the drama is not simply 

taking the freeze frames and connecting them. This has to 

be a symbolic representation of the mood and symbols 

present in their story. 

Step Two 

Once each piece has been presented, ask the students 

whether or not each story became clearer by using a more 

abstract dimension. Could they still see the symbols 

� . 
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of the initial story they saw through the frozen images? 

Through the process of reflection, students share ideas on 

how other students' movement pieces could have been 

made more powerful. 

Step Three (Using Game to heighten inner 

awareness). 

Divide students into two lines facing each other in pairs. 

You should have previously prepared rolled up newspaper 

(into baton like shapes) so that each pair would have an 

imaginary baton. This exercise focuses on the 

aggressor/victim relationship in a physically violent 

situation. Student (A) who has the baton has to try to get 

student (B) without the baton, to tie up their shoes. They 

both cannot speak during the exercise. They can only use 

the baton to communicate what they want. Once students 

have engaged in this, swap sides. (Obviously, teacher 

guidance needed here). Students in class discussion, 

should communicate to each other how they felt as both 

the aggressor and as the victim. 

LESSON THREE 

Step One 

Students are asked to lie on the floor in their own 

comfortable space and concentrate on the silence in the 

room. Turn out the lights and ask students to close their 

eyes. Once there is silence in the room, speak to the 

students about the process they have undertaken so far. 

Their stories, the frozen images and abstract movement 

pieces, the "baton" exercise, where physical dominance 

was the key to communication, should be used as 

examples to probe and question students. How would you 

feel if you really were the victim in one of these situations? 

Would you keep it to yourself and be withdrawn? Would 

you tell someone? Would you get angry/aggressive and 

seek revenge? 

Step Two 

Once the students are refocussed, put down a piece of A4 

paper and a pen next to each one. Tell them that they are 

now in role as a member of the Anti-Discrimination 

Council and that they are the victim of one of their 

stories/scenarios. Taking on the role of the victim they are 

- - ' ~ 

instructed to write to the council explaining their position, 

pleading for the council's help and describing how they 

have been racially mistreated. Students can start and finish 

writing when they like. When they have completed this 

monologue building task they are to remain on the floor 

whilst these responses are collected. 

Step Three 

Once all of the letters/monologues are collected, put a 

portrait size piece of butcher's paper and a pen next to 

each student. Students are told to express their feelings 

once again as the 'victim' and pretend that they are also 

an artist. Students are told to draw shapes and lines (option 

- try with a blindfold on) to symbolically represent their

feelings as a victim/artist towards racism which will be 

sent to the Queensland Art Gallery for display. This should 

take around 15-20 minutes. It would be an idea to read 

some of the letters whilst the students are drawing. Once 

students finish their painting they lie back down in silence. 

Place paintings around the room on the wall to create a 

'Racism' display in the Queensland Art Gallery. 

Step Four 

When all students have completed their abstract painting 

and all paintings are on the wall, they are invited to 'view 

the gallery' and stand next to the painting that either 

intrigued them or that they found they had an emotional 

response to. The students are to observe symbolic 

meaning/images in the pictures. 

Step Five 

Once each student is standing next to a painting, ask the 

whole class to come and stand next to the first painting in 

the gallery. Ask the students if that painting was the one 

they stood next to and had an emotional or intellectual 

response to. Students respond. Then ask why they felt close 

to or had some attachment to that picture. Then you can 

ask general questions of the whole group such as: What do 

you think this artist is trying to say about racism? Where 

does this artist fit in a world of racism? Extend questioning 

as appropriate. 
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Step Six 
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Continue this process of aesthetic reflection until all 

paintings have been discussed and analysed. 

LESSON FOUR 

Step One 

The paintings from last lesson are still attached to the wall. 

Students are given a neutral mask each and are told that 

they are to create a mask/movement piece which reflects 

the mood and symbols present in the painting they 

connected with. They must work in their own individual 

space. This activity is important as it is allowing students 

'dramatic play' time with another theatrical style they 

might explore as part of their one person show for 

assessment. It is also important because they are creating 

a piece of work inspired by one of their peers. 

Step Two 

Some of these pieces are presented to the group and 

reflected upon. (This is individual work). 

Step Three 

All students are seated on the floor and engage in 

discussion about the powerful symbols in some of the 

pieces and how the mask may have impacted on the story 

or how the mask helped interpret the story. How did it 

create meaning? This reflective discussion ends the lesson. 

LESSON FIVE 

Step One 

Students are notified that a guest is coming to speak to 

them (poet, Ania Walwicz) and she is going to share her 

opinions and attitudes towards racism with them. Students 

watch the teacher (in role) as the poet Ania Walwicz, and 

engage with another perspective of racism, this time an 

aggressive person who is racist. The poem is entitled, 

"Wogs" and the teacher's dramatic presentation of it 

should be creative, representative of a more aggressive and 

opinionated character to give students the other side of 

racism, not just the perspective of the victim. 

Step Two 

Once the presentation of the stimulus is complete, the 

students get out a piece of paper and pen. Using the 

teacher presentation as an impetus, students are to take on 

the attitudes and opinions of the character portrayed and 

write a monologue for a speech as a politician to a group 

of loyal followers of their views. 

Step Three 

Once students have written what they need to, collect 

them all and redistribute the monologues to other students 

in the class so that everyone has one that someone else 

had written. 

Step Four 

Students are invited to develop the monologue they are 

given for the stage as a politically persuasive speech, 

imagining the room is full of supporters of their 

philosophies. 

Step Five 

Present work to the rest of the group followed by reflection 

and discussion. 

STAGE TWO - MOVING INTO 

PERFORMANCE 

A Synopsis of the Pre-text 

'The Stolen Generation' is a brief account of the 

experiences of Aboriginal children who were torn from 

their families to be "assimilated" into white society. It is an 

article from 'Marie Claire' magazine, December 1996. The 

focus of the dramatic work I explored with my students is 

based on the experiences of one of these 'stolen children', 

Ruby Hunter, Indigenous musician. 

PROCESS DRAMA - THE STOLEN 

GENERATION 

LESSON ONE 

Step One 

Students are seated on the floor and the pre-text - 'The 

Stolen Generation.' is introduced to them. They are first 

instructed individually to observe the photograph of the 

group of Aboriginal girls to develop a context and a 

perspective of time and place. Students in groups of 4 - 5 

read and discuss the pre-text. 
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STEP SEVEN 

The performers were expected to take the day seriously 

too. High standards were expected. One order issued on 4 

April 1476 asked for four of the most "cunning and 

discreet and able players." (Williams, 55) At the town of 

Beverley, the butchers were fined for arriving late, the 

smiths for failing to present their play, and the painters 

were penalised because their production of 'Three Kings of 

Colleyn' was badly and confusedly played, in contempt of 

the whole community and before many strangers." 

Activity 7A 

By yourself, in your journal, design a four week rehearsal 

schedule for the production of your piece of community 

theatre. 

• What different factors do you need to take into

account?

• Wi 11 you need to ea 11 on expert help? 

• How will you design your schedule so that skills can 

be developed?

In your group, rehearse the scene from NOAH'S DELUGE 

when the ark is built and the family is coaxing Noah's wife 

to get on board. Work on your timing. What is the climax 

of the scene? How will you make it as effective as possible, 

especially the funny bits? 

Activity 8 

• Individually, select one of these groups and write a

letter to the secretary, organiser, director, inviting the 

group to take part. In your letter, mention your aims , 

the style of performance, the venue etc and why you

think it is important for community involvement.

REFERENCES 
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Thiele, C. & Branson, G. (1969). 'Setting the stage, one 

act plays for secondary schools.' Book 1. Adelaide: 
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STEP THREE 

(Teacher makes sure the class knows the story of 

Noah's Ark) 

In time, this need for dramatic form grew with the feast of 

Corpus Christi celebrated during summer when the 

blessed bread, the body of Christ, was carried outside the 

Church. The drama left the confines of the Church itself 

and was taken to the marketplace. As this happened, the 

characters spoke not in Latin but in the language of the 

people. (Students are provided with the passage from 

Noah's Ark). 

Activity Three 

Get into a group of 7. Read the passage, each person 

taking on a different character. Consider the following 

questions about the dialogue. 

• What special effect does the use of rhymed 

couplets have?

• What examples did you notice of 

commonplace language? 

• Does the language used change with any characters?

Look at the speeches of God, Ham, Noah,

Noah's wife. 

• What does the inclusion of Noah's wife do for

the drama? 

STEP FOUR 

Activity 4 

Go back to the short pieces of script you wrote in Activity 

1. Could you rewrite any of these lines to make them more 

memorable, more lively or to show something special 

about the characters? How could you include comic 

characters? Decide on an important scene and write it. 

STEP FIVE 

It's often vital to get your drama as close as possible to the 

audience. Today a formal theatre setting can be daunting 

or expensive for some members of the community. How 

much would it cost to go to the nearest large drama theatre 

to you? What special transport arrangements would you 

need? Would you need to wear smarter clothes? In 

Medieval times, the people did not have to go to all this 

trouble. Each scene from the 'Story of Creation' was 

performed on the back of a cart that was trundled around 

the marketplace on the streets. Ornate costumes were 

made, special effects were used. List those you can 

identify here. (Students are provided which a backstage 

scene of a Miracle play that shows how special effects 

were achieved. These included cannon, thunder barrels, 

holding tapers to shine through fine silk, lightning sheets 

etc) 

STEP SIX 

If the audience can be close to and identify with the 

performers, and can also be involved personally in the 

organisation and funding of a performance, the drama's 

message must surely have more impact. In Medieval times, 

groups of trades people similar to our unions, called 

guilds, performed the scenes in the mystery cycles. Each 

guild was responsible for a particular scene, usually one 

that fitted with the guild's trade. For example, the 

shipwrights could be responsible for the story of Jonah and 

the whale. Community participation was high. One year in 

York, 2000 of the 5000 population took part. The 

performance day was to be taken very seriously, as the 

proclamation from Chester shows (cited earlier). 

Activity 6A 

By yourself, write a small proclamation to be announced 

at the beginning of your performance from Activity 1. 

Consider these questions: 

• What mood do you want to create?

• What language could cause this mood?

• What could be the modern equivalent of the 'pain of

cursing'? 

Peform these for the class and research what you can 

about Medieval guilds. 

. ., 
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Step Two 

Focus on the biographical story of Ruby Hunter informing 

the class that together they are going to playbuild this 

woman's entire life through the information given and 

through their own imaginations. 

Step Three 

Previous to the lesson, a series of different moments of 

Ruby's story which have substantial dramatic potential, 

should have been written up for students to view. 

1. Ruby in a children's home. Taken to her first set of 

foster parents. Not working out with them and being

returned to the children's home. 

2. A moment of Ruby's adolescence where she is sitting 

in history class with her American teacher. 

3. Ruby and Archie Roach sitting in the park drinking 

whilst playing a guitar and singing country songs. (2

or 4 students in this group) 

4. Ruby and Archie going through alcoholic 

rehab ii itation.

If the class has more than 16-20 then you can just double 

up on the next activity. 

Step Four 

Assign each group to a different scenario from Ruby's life 

and ask them to create an improvisation both from the 

factual information we have from Ruby's story and from 

the students' own imagination. Allow 5-10 minutes to 

form this piece. 

LESSON TWO 

Step One 

In separate groups, students present an extended 

improvisation of a variety of moments in Ruby's biography. 

Students share the aesthetic experience of the written 

narrative of Ruby's life, viewing segments of her life as an 

audience and actively taking on the role of someone who 

directly influenced her life. 
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Step Two 

Viewing each scenario/improvisation should take the 

remainder of the lesson. 

LESSON THREE 

Step One 

Using the impetus of the process drama so far, students are 

asked to reflect on the pretext and more importantly, on 

giving the pretext dramatic life. Inform the students that 

they now have to form and present their own dramatic 

monologue. The character they are creating must be one of 

Ruby and Archie's five children. 

Step Two 

The students are given constraints of space/stage. Place 

two rostra on their sides at the back of the stage. A large 

chest at the side of the stage, a thin rectangular rostrum at 

the side of the stage which resembles a seat next to the 

chest and another thin rectangular rostrum standing up in 

the centre of the stage which looks like a podium or 

lectern. Students are given 15 minutes to form their piece. 

LESSON FOUR 

Step One 

Students present their monologues to the class. Discussion 

and reflection of entire unit follows. 

REFERENCES 

Coodwin,K & Lawson, A. (1990).'The Macmillan 

anthrology of Australian literature.' 5th. Melbourne: 

Macmillan. 

'Marie Claire.' (1996). December, The Lost Generation. 

Murdoch Magazines: Ultimo, NSW 
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ARCHETYPES AND 

STEREOTYPES 

David Wright, UWS HAWKESBURY 

EDITOR'S NOTE: 

The following text is an extract of a paper presented by 

David at Dramaxis in 1991. For economy, it has been 

edited to give the reader some sense of the accompanying 

workshop. Should you require access to the full paper, 

please contact the editor. 

OVERVIEW 

This workshop presented at the 1997 NADIE Conference, 

addresses differences between two performance traditions. 

The traditions are those that work with what I am 

describing, somewhat simplistically, as 'archetypal' and 

'stereotypical' images. The differentiation between 

performance traditions is also discussed, again somewhat 

simplistically, as one between 'eastern' and 'western' 

traditions. In this work, drama students will become 

familiar with crucial aspects of these differences. They will 

come to realise that while significant differences exist, 

each form can serve to complement the other. 

An archetype is a model. It is the first form; it is the 

original, the pattern from which others are formed. A 

stereotype - the term has its origins in the printing trade -

is a set form, a convention, a standardised idea or concept. 

To stereotype is to produce a standard, an archetype by 

contrast, is an original. (Macquarie Dictionary, 1987) 

My interest in this matter arises in part from my enthusiasm 

for two recent cross-cultural performance projects. The 

first brought together performers from the Peking Opera 

and locally based performance artists, the second brought 

together the story telling methods of Australian tribal 

aborigines and the mythology of ancient Greece. Peking 

Opera, Greek and Aboriginal story telling all revolve 

around archetypal images. Each looks beyond the present 

,, 

- mixing references to the past, present and future in their

constructions of form. In fact it could be argued that any 

cross-cultural performance project is drawn to 

communicate through deeply rooted (or archetypal) 

cultural forms. Not only is there a measure of universality 

contained within such forms, but they also overcome 

much of the confusion that undue reliance upon spoken 

word brings. 

In this workshop I sought to take participants through a 

sequence of processes. The first exercise involved groups 

of 4-6 performers working with two pieces of text designed 

around archetypal imagery. These pieces of text arose from 

the Peking Opera project. The words were designed to 

serve the creation of a 'female energy', and a 'male 

energy'. They were designed to work through the 

combination of group movement, percussion and voice. 

They were written to display both the 'yin' and 'yang' of 

the archetype. 

Step 1 

Working with one of the following pieces of text, construct 

a moving image that displays this archetype. Allow the 

words in the text to direct your movement as you create 

the image. 

Female image: 

My heart is a cloud. 

I hover in the stillness of the sky. 

I am patience. 

Your servant. 

A smile of virtue. 

My head tilts, oblique. 

The danger. 

Once butterfly 

,, 
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without blocking, lime-lighting, or stage hogging, 

whereby the audiences become disturbed, and that 

no manner of soever he, she, who and let us now 

include professor, do use and 

wear any inappropriate clothing that may restrict 

dramatic expression within the gardens of the said 

Swapshop campus, during the time of the the 

Swapshop .. not only on pain of deregistration 

without refund but also upon deprivation and repass 

and making fine to John O'Toole at his own pleasure. 

We finished the session reflecting on and sharing ideas on 

how we could incorporate Medieval drama into our 

classroom work. 

IN MY CLASSROOM 

I found the 'Doomsday' extract from 'The Mysteries' to 

work well with my year 11 class as a presenting piece. 

There is a range of parts that could be appropriate for 

different students' abilities. For example, the more gifted 

performers could be challenged by playing God the father 

or God the son. Less secure students could still achieve 

success by playing Good Souls or Bad Souls. I was away 

last year in the first weeks of their unit while they were 

learning about Medieval drama in general. I devised a 

booklet of self-directed exercises around Oriel Gray's 

'Noah's Deluge' so they could focus on links to 

contemporary community theatre. Here are some of the 

exercises from that booklet. While it was written for a 

specific purpose, you may find some ideas useful. 

STEP ONE (STUDENT BOOKLETS) 

(Teacher will need brochures etc for Activity 1) 

Drama is a very effective way of expressing important 

information to a community. To help the audience receive 

the messages, it is essential to choose the best dramatic 

devices. In this section, you will be solving some of these 

problems, and investigating how the Mystery plays of 

Medieval England used different devices to engage their 

mostly illiterate audience. 

Activity One 

• Get yourselves into small I groups of 3 or 4. Look 

through the collection of brochures from the Council,

Guidance Offices, posters, newspaper articles, that

deal with issues that are worrying your community. 

• Select one that most appeals to the group.

• Discuss and write down how you could transform this 

information into drama. Decide on your CONTEXT. 

Who are the characters? Where are they? What 

happens? Write a few lines of dialogue for each of the 

characters. 

• Keep these in your journal. 

STEP TWO 

(Teacher needs to make sure the class knows the story of 

the Last Supper, Crucifixion, Resurrection) 

In the Middle Ages, the church needed to teach its special 

messages to a congregation that could not read the Bible 

even if there had been enough printed. For part of the 

Easter service, a vitally important one in the Church 

calendar, a small piece of drama, played by priests was 

developed. There are only four lines in Latin. 

Quem quaeritis in sepulchrol, o Christicolai? 

(Whom see, ye in the tomb, 0 Christina women?) 

lesum Nazarenum crucifixum, o coelicae 

(jesue of Nazareth who was crucified, 0 heavenly ones) 

Non est hie: Surrexit sicut praedixerat. 

lte, numtiate quia surrexit de supulchro. 

(He is not here. He has risen just as He predicted. 

Go, announce that he has risen from the tomb.) 

• Why do you think the church leaders decided to use

this dramatic form? 

• What else could they have done to make the story 

clearer to the congregation? 

Activity Two 

Act our these Latin lines. What style of performance would 

you use? 
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NOAH: Almighty God, that made all this -

Man and beast and flower and fish, 

Look kindly on thy servant, Noah ... 

(The SERAPHIM points NOAH out to God) 

And on my sons, Shem, Ham, and Japhet ... 

(SHEM, HAM and JAPHET come on. The SERAPHIM 

plead wordlessly to GOO for NOAH.) 

And on their three good wives. 

(The wives of SHEM, HAM and JAPHET come on.) 

Look kindly on my wife, dear Lord. 

SHEM: God knows all, so we've been told, 

He must know she's a nagging scold. 

(HAM rubs SHEM'S ears playfully). 

HAM: Dear brother, don't tell me you fear 

Our mother's tongue or a box on the ear! 

(The wives agree among themselves) 

HAM'S WIFE: Watch out husband. Don't be too clever! 

JAPHET: Or you'll find that her hand is as heavy as ever. 

For no reason at all she'll make you suffer. 

NOAH: Now, now boys! She is your mother! 

(NOAH'S WIFE bounces on. She boxes SHEM'S WIFE'S 

ears. SHEM'S WIFE runs howling to SHEM for comfort.) 

NOAH'S WIFE: That I am - and don't you forget it!

Or all of all you soon regret it. 

(To NOAH) 

Noah, stand up! AmenAmen! 

Don't tell me you've been at your prayers again! 

NOAH: My spirit to ease 

And my God to please. (He stands up.) 

NOAH'S WIFE: You silly old man, you'll wear out your 

knees! 

NOAH: (stern) Now wife, that's enough! 

Even from you I'll not have such talk, 

It comes from the town, and tongues of the rough, 

. Where Sin is begotten 

For the Devil's fine mirth, 

And Man has forgotten 

That God is the King of Heaven and Earth. 

(The SERAPHIM indicate wordlessly: "Here is Your 

Servant.") 

ACTIVITY TWO 

I gave another group a piece from 'Doomsday', which 

comes in after the Devils have herded the Bad Souls into 

the mouth of hell. They then come back to taunt the 

members of the audiences. It's great fun. Here's a taste: 

Devil 3: Thou hadst rejoice in gluttony 

In drunkenness and ribaldry. 

Now the fires of hell draw nigh 

And thou shaft know no rest. 

Devil 7: And thou, slut, shaft thou ruin rue. 

Devil 3: Ti)y life was one lecherous lay. 

Devil 7: All your pleasures was lecherous play 

ACTIVITY THREE 

The third group was given three verses from God's speech, 

including the one I cited previously. They went beyond my 

ideas to present it as an effective vocal piece, and gave it 

a modern business-world context. I had not thought of that 

and I thought it innovative and inspiring. 

ACTIVITY FOUR 

Group four chose to rewrite the following original 

medieval proclamation from Chester for a modern 

performance context: 

Mr Maior, in the King's name, streatly chargeth, 

that every person and persons, of what estate, 

degree or condition so-ever, he or they be 

resortynge to the playes do use themselves 

peacablie, without making any assault, affray, or 

other disturbance, wherby the same playes shall 

be disturbed and that no manor or person or 

persons, whosoever he or they be, do use, or weare 

any unlawful weapons within the precinct of the 

sayd citty, duringe the tyme of the sayd playes (not 

only upon payne of cursing by the authority of 

the sayd pope Clement's bulls), but also upon 

payne of imprisonment of their bodies, and 

making fine to the kyng at Mr Maior's pleasure. 

(Williams, 53) 

This is what they came up with: 

Panel Chair, in the Minister's name, creatively 

chargeth that every dramatist and dramaturg, of 

what institution private or public, soever he, she, 

who, whom, Miss, Ms, Mrs, which, that, Mr, 

master, Sir, Master, Sir, Madam to be resorting to the said 

QAOIE Swapshop do use themselves dramatically 
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Now snake. 

My body curls slowly. 

I crush. 

Imagining. 

Smooth sincere seductive. 

You deceive me. 

Bones shatter. 

My pressure. 

Maintained. 

Languidly 

Male image: 

Step2 

My sentinels guard the palace. 

My tempests guard the sea. 

My soldier. 

His brave chest bared. 

Guards the people. 

With dignity. 

Shield and spear. 

Courage. 

Bee. 

Hyena. 

Tredchery. 

Whispering on duty. 

Purposefully. 

He moves. 

Ears lift. 

Eyes shift. 

Mouths repeat rumours. 

They will assassinate. 

Me. 

In groups of 3, work with the text that follows to construct 

a scene that represents this stereotypical situation. Allow 

the words in the text to direct your movement as you 

create the scene. 

OUTSIDE THE CHURCH, DANIEL APPROACHES 

DIANE: Daniel. 

DANIEL: Hullo. Daffodils. 

,... � � , �� 

HE GIVES HER A BUNCH OF FLOWERS. 

DIANE: How nice. 

DANIEL: Only found out by accident. 

DIANE: Just a small ceremony. 

BOBBY: We didn't want to go back home. Didn't want a 

reception in a shearing shed. Walking through fields like a 

Victoria Bitter ad. Squatters and scones. Small town 

lawyers and stock and station people. An horizon full of 

wheat silos. We hardly told anyone. No. 

DIANE: I didn't want a lot of bother. It's just for us, isn't it. 

I haven't really got any family. 

DANIEL: I heard but. 

BOBBY: How you going, Dan? 

DANIEL: Good. 

BOBBY: Still at the same place? 

DIANE: You've got to have a place. 

BOBBY. Tried to get out ... bloody busy though.

DIANE: Have you got a place? 

DANIEL: (UNSURE) Yes. 

DIANE: Uhuh ... happy? Suits you? Few friends and ... is it 

good? 

DANIEL: (HESITANT) Yes. 

BOBBY: Like a mad ke/pie aren't you ... Sorry Dan. 

DANIEL: I'm pleased for you both. 

DIANE: Thanks. 
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BOBBY· Yeah, thanks. 

DIANE: Where are you? 

DANIEL: I think marriage, is a wonderful thing. 

Step 3. 

Look at the 'male' and 'female' scripts again. Working in 

groups of 3 work out how you can perform these texts 

stereotypically. Using your voice and all the other forms of 

expression and communication that are available to you, 

make what are on first impressions, abstract scripts 

accessible through stereotypical characters. You might like 

to set your performance in a 'soap opera' location such as 

the lounge room, the kitchen, the cafe, the pub or the yard. 

Step 4 

Look at the naturalistic script again. Working in groups of 

4-6, work out how you can perform this script through 

archetypal characters. Create a performance in which the 

timeless issues are at stake; a scene in which the gods are 

making momentous decisions. 

Discussion 

Having discovered that words can be constructed radically 

differently according to conceptions of character, it is 

worth spending some time considering how this 

differentiation between 'archetypal' and 'stereotypical' 

approaches to performance can be mixed and matched to 

produce a form of theatre that most effectively meets the 

needs of any one particular performance. Consider the 

compatibilities and incompatibilities; consider the 

relationship that you wish to create, consider the mood 

you wish to evoke. Don't allow the words to be the sole 

determinant of what you wish to communicate! 

REFERENCES 

The Macquarie Dictionary. (1987). NSW: Macquarie 

University. 
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MEDIEVAL THEATRE 

Shay Ryan, Bremer State High School, Queensland 

EDITOR'S NOTE: 

This wonderful unit of work was conducted as a workshop 

at a recent QADIE Swapshop day. Shay has written the 

piece as a reflection of that workshop with a view to you 

adapting the unit as you see appropriate for your own 

classroom needs. The first part of the discussion is what 

Shay did with the teacher participants at the Swapshop. 

The second half looks directly at what Shay suggests for 

the classroom. You can mix and match the ideas! Should 

you want the entire unit, please contact the editor. 

INTRODUCTION 

The Miracle plays of medieval England which were 

presented during the feast of Corpus Christi, excite me as 

a teacher and an artist. I love the democratic way they 

were organised. Can you imagine around 40 different 

guilds each taking on the responsibility of a particular 

scene from the huge story of Christian dogma from 

Creation to Doomsday? A sample of the guilds named in 

historical documents give us a special insight into the 

complexity of life in those times and also into the 

derivation of some English family names: Coopers, 

Spicers, Fullers (makers of felt cloth), Spurriers and 

Lorimers (makers of spurs and harnesses), Cordwainers 

and Saucemakers. 

In the York cycle, the Bakers appropriately performed the 

Last Supper. The Fishmongers and Mariners co�ered

Noah's Flood. Another exciting feature of these plays is the 

touchingly human interpretation they give to those 

'elevated' stories. Here is part of God's justification for 

wiping out the whole of mankind from Doomsday in Tony 

Harrison's 'The Mysteries', an adaptation of the original 

York, Wakefield, Chester and Coventry cycles (Pg.215): 

Then long and late me thought it good 

To catch those caitiffs out of care. 

I sent my Son with full blithe mood 

To earth, to salve them of their sore. 

For ruth of them he rest on t'rood, 

And bought them with his body bare. 

For them he shed his true heart's bol/d. 

What kindness may I do them more? 

At a recent meeting of Heads of Departments at our 

school, I used this extract to demonstrate how drama gives 

students the Common Curriculum Element of 

'empathising' .Not too many other subjects give students 

the opportunity to see God's point of view! As you read it, 

I'm sure you are aware of the demands it makes of your 

ability to interpret language too (another CCE). 

THE WORKSHOP 

I find Medieval theatre useful in the classroom for the 

following teaching needs: 

• as a model for community theatre. 

• as a valuable style for studying world forms.

• for exercises in text interpretation. 

• for voice work.

• for work in roles and relationships. 

ACTIVITY ONE 

The groups were given a selection of texts to work with. 

One group chose to work on this scene from Oriel Gray's 

'Noah's Deluge' from that wonderful old text 'Setting the 

Stage/One Act Plays for Secondary Schools' which 

maintains the slapstick style and stock characters of the 

original plays. (pg.20) 
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BOBBY· Yeah, thanks. 

DIANE: Where are you? 

DANIEL: I think marriage, is a wonderful thing. 

Step 3. 

Look at the 'male' and 'female' scripts again. Working in 

groups of 3 work out how you can perform these texts 

stereotypically. Using your voice and all the other forms of 

expression and communication that are available to you, 

make what are on first impressions, abstract scripts 

accessible through stereotypical characters. You might like 

to set your performance in a 'soap opera' location such as 

the lounge room, the kitchen, the cafe, the pub or the yard. 

Step 4 

Look at the naturalistic script again. Working in groups of 

4-6, work out how you can perform this script through 

archetypal characters. Create a performance in which the 

timeless issues are at stake; a scene in which the gods are 

making momentous decisions. 

Discussion 

Having discovered that words can be constructed radically 

differently according to conceptions of character, it is 

worth spending some time considering how this 

differentiation between 'archetypal' and 'stereotypical' 

approaches to performance can be mixed and matched to 

produce a form of theatre that most effectively meets the 

needs of any one particular performance. Consider the 

compatibilities and incompatibilities; consider the 

relationship that you wish to create, consider the mood 

you wish to evoke. Don't allow the words to be the sole 

determinant of what you wish to communicate! 

REFERENCES 

The Macquarie Dictionary. (1987). NSW: Macquarie 

University. 
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MEDIEVAL THEATRE 

Shay Ryan, Bremer State High School, Queensland 

EDITOR'S NOTE: 

This wonderful unit of work was conducted as a workshop 

at a recent QADIE Swapshop day. Shay has written the 

piece as a reflection of that workshop with a view to you 

adapting the unit as you see appropriate for your own 

classroom needs. The first part of the discussion is what 

Shay did with the teacher participants at the Swapshop. 

The second half looks directly at what Shay suggests for 

the classroom. You can mix and match the ideas! Should 

you want the entire unit, please contact the editor. 

INTRODUCTION 

The Miracle plays of medieval England which were 

presented during the feast of Corpus Christi, excite me as 

a teacher and an artist. I love the democratic way they 

were organised. Can you imagine around 40 different 

guilds each taking on the responsibility of a particular 

scene from the huge story of Christian dogma from 

Creation to Doomsday? A sample of the guilds named in 

historical documents give us a special insight into the 

complexity of life in those times and also into the 

derivation of some English family names: Coopers, 

Spicers, Fullers (makers of felt cloth), Spurriers and 

Lorimers (makers of spurs and harnesses), Cordwainers 

and Saucemakers. 

In the York cycle, the Bakers appropriately performed the 

Last Supper. The Fishmongers and Mariners co�ered

Noah's Flood. Another exciting feature of these plays is the 

touchingly human interpretation they give to those 

'elevated' stories. Here is part of God's justification for 

wiping out the whole of mankind from Doomsday in Tony 

Harrison's 'The Mysteries', an adaptation of the original 

York, Wakefield, Chester and Coventry cycles (Pg.215): 

Then long and late me thought it good 

To catch those caitiffs out of care. 

I sent my Son with full blithe mood 

To earth, to salve them of their sore. 

For ruth of them he rest on t'rood, 

And bought them with his body bare. 

For them he shed his true heart's bol/d. 

What kindness may I do them more? 

At a recent meeting of Heads of Departments at our 

school, I used this extract to demonstrate how drama gives 

students the Common Curriculum Element of 

'empathising' .Not too many other subjects give students 

the opportunity to see God's point of view! As you read it, 

I'm sure you are aware of the demands it makes of your 

ability to interpret language too (another CCE). 

THE WORKSHOP 

I find Medieval theatre useful in the classroom for the 

following teaching needs: 

• as a model for community theatre. 

• as a valuable style for studying world forms.

• for exercises in text interpretation. 

• for voice work.

• for work in roles and relationships. 

ACTIVITY ONE 

The groups were given a selection of texts to work with. 

One group chose to work on this scene from Oriel Gray's 

'Noah's Deluge' from that wonderful old text 'Setting the 

Stage/One Act Plays for Secondary Schools' which 

maintains the slapstick style and stock characters of the 

original plays. (pg.20) 
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NOAH: Almighty God, that made all this -

Man and beast and flower and fish, 

Look kindly on thy servant, Noah ... 

(The SERAPHIM points NOAH out to God) 

And on my sons, Shem, Ham, and Japhet ... 

(SHEM, HAM and JAPHET come on. The SERAPHIM 

plead wordlessly to GOO for NOAH.) 

And on their three good wives. 

(The wives of SHEM, HAM and JAPHET come on.) 

Look kindly on my wife, dear Lord. 

SHEM: God knows all, so we've been told, 

He must know she's a nagging scold. 

(HAM rubs SHEM'S ears playfully). 

HAM: Dear brother, don't tell me you fear 

Our mother's tongue or a box on the ear! 

(The wives agree among themselves) 

HAM'S WIFE: Watch out husband. Don't be too clever! 

JAPHET: Or you'll find that her hand is as heavy as ever. 

For no reason at all she'll make you suffer. 

NOAH: Now, now boys! She is your mother! 

(NOAH'S WIFE bounces on. She boxes SHEM'S WIFE'S 

ears. SHEM'S WIFE runs howling to SHEM for comfort.) 

NOAH'S WIFE: That I am - and don't you forget it!

Or all of all you soon regret it. 

(To NOAH) 

Noah, stand up! AmenAmen! 

Don't tell me you've been at your prayers again! 

NOAH: My spirit to ease 

And my God to please. (He stands up.) 

NOAH'S WIFE: You silly old man, you'll wear out your 

knees! 

NOAH: (stern) Now wife, that's enough! 

Even from you I'll not have such talk, 

It comes from the town, and tongues of the rough, 

. Where Sin is begotten 

For the Devil's fine mirth, 

And Man has forgotten 

That God is the King of Heaven and Earth. 

(The SERAPHIM indicate wordlessly: "Here is Your 

Servant.") 

ACTIVITY TWO 

I gave another group a piece from 'Doomsday', which 

comes in after the Devils have herded the Bad Souls into 

the mouth of hell. They then come back to taunt the 

members of the audiences. It's great fun. Here's a taste: 

Devil 3: Thou hadst rejoice in gluttony 

In drunkenness and ribaldry. 

Now the fires of hell draw nigh 

And thou shaft know no rest. 

Devil 7: And thou, slut, shaft thou ruin rue. 

Devil 3: Ti)y life was one lecherous lay. 

Devil 7: All your pleasures was lecherous play 

ACTIVITY THREE 

The third group was given three verses from God's speech, 

including the one I cited previously. They went beyond my 

ideas to present it as an effective vocal piece, and gave it 

a modern business-world context. I had not thought of that 

and I thought it innovative and inspiring. 

ACTIVITY FOUR 

Group four chose to rewrite the following original 

medieval proclamation from Chester for a modern 

performance context: 

Mr Maior, in the King's name, streatly chargeth, 

that every person and persons, of what estate, 

degree or condition so-ever, he or they be 

resortynge to the playes do use themselves 

peacablie, without making any assault, affray, or 

other disturbance, wherby the same playes shall 

be disturbed and that no manor or person or 

persons, whosoever he or they be, do use, or weare 

any unlawful weapons within the precinct of the 

sayd citty, duringe the tyme of the sayd playes (not 

only upon payne of cursing by the authority of 

the sayd pope Clement's bulls), but also upon 

payne of imprisonment of their bodies, and 

making fine to the kyng at Mr Maior's pleasure. 

(Williams, 53) 

This is what they came up with: 

Panel Chair, in the Minister's name, creatively 

chargeth that every dramatist and dramaturg, of 

what institution private or public, soever he, she, 

who, whom, Miss, Ms, Mrs, which, that, Mr, 

master, Sir, Master, Sir, Madam to be resorting to the said 

QAOIE Swapshop do use themselves dramatically 
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Now snake. 

My body curls slowly. 

I crush. 

Imagining. 

Smooth sincere seductive. 

You deceive me. 

Bones shatter. 

My pressure. 

Maintained. 

Languidly 

Male image: 

Step2 

My sentinels guard the palace. 

My tempests guard the sea. 

My soldier. 

His brave chest bared. 

Guards the people. 

With dignity. 

Shield and spear. 

Courage. 

Bee. 

Hyena. 

Tredchery. 

Whispering on duty. 

Purposefully. 

He moves. 

Ears lift. 

Eyes shift. 

Mouths repeat rumours. 

They will assassinate. 

Me. 

In groups of 3, work with the text that follows to construct 

a scene that represents this stereotypical situation. Allow 

the words in the text to direct your movement as you 

create the scene. 

OUTSIDE THE CHURCH, DANIEL APPROACHES 

DIANE: Daniel. 

DANIEL: Hullo. Daffodils. 

,... � � , �� 

HE GIVES HER A BUNCH OF FLOWERS. 

DIANE: How nice. 

DANIEL: Only found out by accident. 

DIANE: Just a small ceremony. 

BOBBY: We didn't want to go back home. Didn't want a 

reception in a shearing shed. Walking through fields like a 

Victoria Bitter ad. Squatters and scones. Small town 

lawyers and stock and station people. An horizon full of 

wheat silos. We hardly told anyone. No. 

DIANE: I didn't want a lot of bother. It's just for us, isn't it. 

I haven't really got any family. 

DANIEL: I heard but. 

BOBBY: How you going, Dan? 

DANIEL: Good. 

BOBBY: Still at the same place? 

DIANE: You've got to have a place. 

BOBBY. Tried to get out ... bloody busy though.

DIANE: Have you got a place? 

DANIEL: (UNSURE) Yes. 

DIANE: Uhuh ... happy? Suits you? Few friends and ... is it 

good? 

DANIEL: (HESITANT) Yes. 

BOBBY: Like a mad ke/pie aren't you ... Sorry Dan. 

DANIEL: I'm pleased for you both. 

DIANE: Thanks. 
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ARCHETYPES AND 

STEREOTYPES 

David Wright, UWS HAWKESBURY 

EDITOR'S NOTE: 

The following text is an extract of a paper presented by 

David at Dramaxis in 1991. For economy, it has been 

edited to give the reader some sense of the accompanying 

workshop. Should you require access to the full paper, 

please contact the editor. 

OVERVIEW 

This workshop presented at the 1997 NADIE Conference, 

addresses differences between two performance traditions. 

The traditions are those that work with what I am 

describing, somewhat simplistically, as 'archetypal' and 

'stereotypical' images. The differentiation between 

performance traditions is also discussed, again somewhat 

simplistically, as one between 'eastern' and 'western' 

traditions. In this work, drama students will become 

familiar with crucial aspects of these differences. They will 

come to realise that while significant differences exist, 

each form can serve to complement the other. 

An archetype is a model. It is the first form; it is the 

original, the pattern from which others are formed. A 

stereotype - the term has its origins in the printing trade -

is a set form, a convention, a standardised idea or concept. 

To stereotype is to produce a standard, an archetype by 

contrast, is an original. (Macquarie Dictionary, 1987) 

My interest in this matter arises in part from my enthusiasm 

for two recent cross-cultural performance projects. The 

first brought together performers from the Peking Opera 

and locally based performance artists, the second brought 

together the story telling methods of Australian tribal 

aborigines and the mythology of ancient Greece. Peking 

Opera, Greek and Aboriginal story telling all revolve 

around archetypal images. Each looks beyond the present 

,, 

- mixing references to the past, present and future in their

constructions of form. In fact it could be argued that any 

cross-cultural performance project is drawn to 

communicate through deeply rooted (or archetypal) 

cultural forms. Not only is there a measure of universality 

contained within such forms, but they also overcome 

much of the confusion that undue reliance upon spoken 

word brings. 

In this workshop I sought to take participants through a 

sequence of processes. The first exercise involved groups 

of 4-6 performers working with two pieces of text designed 

around archetypal imagery. These pieces of text arose from 

the Peking Opera project. The words were designed to 

serve the creation of a 'female energy', and a 'male 

energy'. They were designed to work through the 

combination of group movement, percussion and voice. 

They were written to display both the 'yin' and 'yang' of 

the archetype. 

Step 1 

Working with one of the following pieces of text, construct 

a moving image that displays this archetype. Allow the 

words in the text to direct your movement as you create 

the image. 

Female image: 

My heart is a cloud. 

I hover in the stillness of the sky. 

I am patience. 

Your servant. 

A smile of virtue. 

My head tilts, oblique. 

The danger. 

Once butterfly 

,, 
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without blocking, lime-lighting, or stage hogging, 

whereby the audiences become disturbed, and that 

no manner of soever he, she, who and let us now 

include professor, do use and 

wear any inappropriate clothing that may restrict 

dramatic expression within the gardens of the said 

Swapshop campus, during the time of the the 

Swapshop .. not only on pain of deregistration 

without refund but also upon deprivation and repass 

and making fine to John O'Toole at his own pleasure. 

We finished the session reflecting on and sharing ideas on 

how we could incorporate Medieval drama into our 

classroom work. 

IN MY CLASSROOM 

I found the 'Doomsday' extract from 'The Mysteries' to 

work well with my year 11 class as a presenting piece. 

There is a range of parts that could be appropriate for 

different students' abilities. For example, the more gifted 

performers could be challenged by playing God the father 

or God the son. Less secure students could still achieve 

success by playing Good Souls or Bad Souls. I was away 

last year in the first weeks of their unit while they were 

learning about Medieval drama in general. I devised a 

booklet of self-directed exercises around Oriel Gray's 

'Noah's Deluge' so they could focus on links to 

contemporary community theatre. Here are some of the 

exercises from that booklet. While it was written for a 

specific purpose, you may find some ideas useful. 

STEP ONE (STUDENT BOOKLETS) 

(Teacher will need brochures etc for Activity 1) 

Drama is a very effective way of expressing important 

information to a community. To help the audience receive 

the messages, it is essential to choose the best dramatic 

devices. In this section, you will be solving some of these 

problems, and investigating how the Mystery plays of 

Medieval England used different devices to engage their 

mostly illiterate audience. 

Activity One 

• Get yourselves into small I groups of 3 or 4. Look 

through the collection of brochures from the Council,

Guidance Offices, posters, newspaper articles, that

deal with issues that are worrying your community. 

• Select one that most appeals to the group.

• Discuss and write down how you could transform this 

information into drama. Decide on your CONTEXT. 

Who are the characters? Where are they? What 

happens? Write a few lines of dialogue for each of the 

characters. 

• Keep these in your journal. 

STEP TWO 

(Teacher needs to make sure the class knows the story of 

the Last Supper, Crucifixion, Resurrection) 

In the Middle Ages, the church needed to teach its special 

messages to a congregation that could not read the Bible 

even if there had been enough printed. For part of the 

Easter service, a vitally important one in the Church 

calendar, a small piece of drama, played by priests was 

developed. There are only four lines in Latin. 

Quem quaeritis in sepulchrol, o Christicolai? 

(Whom see, ye in the tomb, 0 Christina women?) 

lesum Nazarenum crucifixum, o coelicae 

(jesue of Nazareth who was crucified, 0 heavenly ones) 

Non est hie: Surrexit sicut praedixerat. 

lte, numtiate quia surrexit de supulchro. 

(He is not here. He has risen just as He predicted. 

Go, announce that he has risen from the tomb.) 

• Why do you think the church leaders decided to use

this dramatic form? 

• What else could they have done to make the story 

clearer to the congregation? 

Activity Two 

Act our these Latin lines. What style of performance would 

you use? 
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STEP THREE 

(Teacher makes sure the class knows the story of 

Noah's Ark) 

In time, this need for dramatic form grew with the feast of 

Corpus Christi celebrated during summer when the 

blessed bread, the body of Christ, was carried outside the 

Church. The drama left the confines of the Church itself 

and was taken to the marketplace. As this happened, the 

characters spoke not in Latin but in the language of the 

people. (Students are provided with the passage from 

Noah's Ark). 

Activity Three 

Get into a group of 7. Read the passage, each person 

taking on a different character. Consider the following 

questions about the dialogue. 

•What special effect does the use of rhymed 

couplets have?

•What examples did you notice of 

commonplace language? 

•Does the language used change with any characters?

Look at the speeches of God, Ham, Noah,

Noah's wife. 

•What does the inclusion of Noah's wife do for

the drama? 

STEP FOUR 

Activity 4 

Go back to the short pieces of script you wrote in Activity 

1. Could you rewrite any of these lines to make them more 

memorable, more lively or to show something special 

about the characters? How could you include comic 

characters? Decide on an important scene and write it. 

STEP FIVE 

It's often vital to get your drama as close as possible to the 

audience. Today a formal theatre setting can be daunting 

or expensive for some members of the community. How 

much would it cost to go to the nearest large drama theatre 

to you? What special transport arrangements would you 

need? Would you need to wear smarter clothes? In 

Medieval times, the people did not have to go to all this 

trouble. Each scene from the 'Story of Creation' was 

performed on the back of a cart that was trundled around 

the marketplace on the streets. Ornate costumes were 

made, special effects were used. List those you can 

identify here. (Students are provided which a backstage 

scene of a Miracle play that shows how special effects 

were achieved. These included cannon, thunder barrels, 

holding tapers to shine through fine silk, lightning sheets 

etc) 

STEP SIX 

If the audience can be close to and identify with the 

performers, and can also be involved personally in the 

organisation and funding of a performance, the drama's 

message must surely have more impact. In Medieval times, 

groups of trades people similar to our unions, called 

guilds, performed the scenes in the mystery cycles. Each 

guild was responsible for a particular scene, usually one 

that fitted with the guild's trade. For example, the 

shipwrights could be responsible for the story of Jonah and 

the whale. Community participation was high. One year in 

York, 2000 of the 5000 population took part. The 

performance day was to be taken very seriously, as the 

proclamation from Chester shows (cited earlier). 

Activity 6A 

By yourself, write a small proclamation to be announced 

at the beginning of your performance from Activity 1. 

Consider these questions: 

•What mood do you want to create?

•What language could cause this mood?

•What could be the modern equivalent of the 'pain of

cursing'? 

Peform these for the class and research what you can 

about Medieval guilds. 

. ., 
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Step Two 

Focus on the biographical story of Ruby Hunter informing 

the class that together they are going to playbuild this 

woman's entire life through the information given and 

through their own imaginations. 

Step Three 

Previous to the lesson, a series of different moments of 

Ruby's story which have substantial dramatic potential, 

should have been written up for students to view. 

1.Ruby in a children's home. Taken to her first set of 

foster parents. Not working out with them and being

returned to the children's home. 

2.A moment of Ruby's adolescence where she is sitting 

in history class with her American teacher. 

3.Ruby and Archie Roach sitting in the park drinking 

whilst playing a guitar and singing country songs. (2

or 4 students in this group) 

4. Ruby and Archie going through alcoholic 

rehab ii itation.

If the class has more than 16-20 then you can just double 

up on the next activity. 

Step Four 

Assign each group to a different scenario from Ruby's life 

and ask them to create an improvisation both from the 

factual information we have from Ruby's story and from 

the students' own imagination. Allow 5-10 minutes to 

form this piece. 

LESSON TWO 

Step One 

In separate groups, students present an extended 

improvisation of a variety of moments in Ruby's biography. 

Students share the aesthetic experience of the written 

narrative of Ruby's life, viewing segments of her life as an 

audience and actively taking on the role of someone who 

directly influenced her life. 

" -� -, ·--� �-' ,_ . � 
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Step Two 

Viewing each scenario/improvisation should take the 

remainder of the lesson. 

LESSON THREE 

Step One 

Using the impetus of the process drama so far, students are 

asked to reflect on the pretext and more importantly, on 

giving the pretext dramatic life. Inform the students that 

they now have to form and present their own dramatic 

monologue. The character they are creating must be one of 

Ruby and Archie's five children. 

Step Two 

The students are given constraints of space/stage. Place 

two rostra on their sides at the back of the stage. A large 

chest at the side of the stage, a thin rectangular rostrum at 

the side of the stage which resembles a seat next to the 

chest and another thin rectangular rostrum standing up in 

the centre of the stage which looks like a podium or 

lectern. Students are given 15 minutes to form their piece. 

LESSON FOUR 

Step One 

Students present their monologues to the class. Discussion 

and reflection of entire unit follows. 

REFERENCES 

Coodwin,K & Lawson, A. (1990).'The Macmillan 

anthrology of Australian literature.' 5th. Melbourne: 

Macmillan. 

'Marie Claire.' (1996). December, The Lost Generation. 

Murdoch Magazines: Ultimo, NSW 
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Step Six 

- . . .-

Continue this process of aesthetic reflection until all 

paintings have been discussed and analysed. 

LESSON FOUR 

Step One 

The paintings from last lesson are still attached to the wall. 

Students are given a neutral mask each and are told that 

they are to create a mask/movement piece which reflects 

the mood and symbols present in the painting they 

connected with. They must work in their own individual 

space. This activity is important as it is allowing students 

'dramatic play' time with another theatrical style they 

might explore as part of their one person show for 

assessment. It is also important because they are creating 

a piece of work inspired by one of their peers. 

Step Two 

Some of these pieces are presented to the group and 

reflected upon. (This is individual work). 

Step Three 

All students are seated on the floor and engage in 

discussion about the powerful symbols in some of the 

pieces and how the mask may have impacted on the story 

or how the mask helped interpret the story. How did it 

create meaning? This reflective discussion ends the lesson. 

LESSON FIVE 

Step One 

Students are notified that a guest is coming to speak to 

them (poet, Ania Walwicz) and she is going to share her 

opinions and attitudes towards racism with them. Students 

watch the teacher (in role) as the poet Ania Walwicz, and 

engage with another perspective of racism, this time an 

aggressive person who is racist. The poem is entitled, 

"Wogs" and the teacher's dramatic presentation of it 

should be creative, representative of a more aggressive and 

opinionated character to give students the other side of 

racism, not just the perspective of the victim. 

Step Two 

Once the presentation of the stimulus is complete, the 

students get out a piece of paper and pen. Using the 

teacher presentation as an impetus, students are to take on 

the attitudes and opinions of the character portrayed and 

write a monologue for a speech as a politician to a group 

of loyal followers of their views. 

Step Three 

Once students have written what they need to, collect 

them all and redistribute the monologues to other students 

in the class so that everyone has one that someone else 

had written. 

Step Four 

Students are invited to develop the monologue they are 

given for the stage as a politically persuasive speech, 

imagining the room is full of supporters of their 

philosophies. 

Step Five 

Present work to the rest of the group followed by reflection 

and discussion. 

STAGE TWO - MOVING INTO 

PERFORMANCE 

A Synopsis of the Pre-text 

'The Stolen Generation' is a brief account of the 

experiences of Aboriginal children who were torn from 

their families to be "assimilated" into white society. It is an 

article from 'Marie Claire' magazine, December 1996. The 

focus of the dramatic work I explored with my students is 

based on the experiences of one of these 'stolen children', 

Ruby Hunter, Indigenous musician. 

PROCESS DRAMA - THE STOLEN 

GENERATION 

LESSON ONE 

Step One 

Students are seated on the floor and the pre-text - 'The 

Stolen Generation.' is introduced to them. They are first 

instructed individually to observe the photograph of the 

group of Aboriginal girls to develop a context and a 

perspective of time and place. Students in groups of 4 - 5 

read and discuss the pre-text. 
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STEP SEVEN 

The performers were expected to take the day seriously 

too. High standards were expected. One order issued on 4 

April 1476 asked for four of the most "cunning and 

discreet and able players." (Williams, 55) At the town of 

Beverley, the butchers were fined for arriving late, the 

smiths for failing to present their play, and the painters 

were penalised because their production of 'Three Kings of 

Colleyn' was badly and confusedly played, in contempt of 

the whole community and before many strangers." 

Activity 7A 

By yourself, in your journal, design a four week rehearsal 

schedule for the production of your piece of community 

theatre. 

• What different factors do you need to take into

account?

• Wi 11 you need to ea 11 on expert help? 

• How will you design your schedule so that skills can 

be developed?

In your group, rehearse the scene from NOAH'S DELUGE 

when the ark is built and the family is coaxing Noah's wife 

to get on board. Work on your timing. What is the climax 

of the scene? How will you make it as effective as possible, 

especially the funny bits? 

Activity 8 

• Individually, select one of these groups and write a

letter to the secretary, organiser, director, inviting the 

group to take part. In your letter, mention your aims , 

the style of performance, the venue etc and why you

think it is important for community involvement.

REFERENCES 

Harrison, T. (1985). 'The Mysteries.' London: Faber & 

Faber. 

Thiele, C. & Branson, G. (1969). 'Setting the stage, one 

act plays for secondary schools.' Book 1. Adelaide: 

Rigby Ltd. 

Williams, G. (1968). 'Chester and the northern marches.' 

London: Longmans . 
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of the initial story they saw through the frozen images? 

Through the process of reflection, students share ideas on 

how other students' movement pieces could have been 

made more powerful. 

Step Three (Using Game to heighten inner 

awareness). 

Divide students into two lines facing each other in pairs. 

You should have previously prepared rolled up newspaper 

(into baton like shapes) so that each pair would have an 

imaginary baton. This exercise focuses on the 

aggressor/victim relationship in a physically violent 

situation. Student (A) who has the baton has to try to get 

student (B) without the baton, to tie up their shoes. They 

both cannot speak during the exercise. They can only use 

the baton to communicate what they want. Once students 

have engaged in this, swap sides. (Obviously, teacher 

guidance needed here). Students in class discussion, 

should communicate to each other how they felt as both 

the aggressor and as the victim. 

LESSON THREE 

Step One 

Students are asked to lie on the floor in their own 

comfortable space and concentrate on the silence in the 

room. Turn out the lights and ask students to close their 

eyes. Once there is silence in the room, speak to the 

students about the process they have undertaken so far. 

Their stories, the frozen images and abstract movement 

pieces, the "baton" exercise, where physical dominance 

was the key to communication, should be used as 

examples to probe and question students. How would you 

feel if you really were the victim in one of these situations? 

Would you keep it to yourself and be withdrawn? Would 

you tell someone? Would you get angry/aggressive and 

seek revenge? 

Step Two 

Once the students are refocussed, put down a piece of A4 

paper and a pen next to each one. Tell them that they are 

now in role as a member of the Anti-Discrimination 

Council and that they are the victim of one of their 

stories/scenarios. Taking on the role of the victim they are 

- - ' ~ 

instructed to write to the council explaining their position, 

pleading for the council's help and describing how they 

have been racially mistreated. Students can start and finish 

writing when they like. When they have completed this 

monologue building task they are to remain on the floor 

whilst these responses are collected. 

Step Three 

Once all of the letters/monologues are collected, put a 

portrait size piece of butcher's paper and a pen next to 

each student. Students are told to express their feelings 

once again as the 'victim' and pretend that they are also 

an artist. Students are told to draw shapes and lines (option 

- try with a blindfold on) to symbolically represent their

feelings as a victim/artist towards racism which will be 

sent to the Queensland Art Gallery for display. This should 

take around 15-20 minutes. It would be an idea to read 

some of the letters whilst the students are drawing. Once 

students finish their painting they lie back down in silence. 

Place paintings around the room on the wall to create a 

'Racism' display in the Queensland Art Gallery. 

Step Four 

When all students have completed their abstract painting 

and all paintings are on the wall, they are invited to 'view 

the gallery' and stand next to the painting that either 

intrigued them or that they found they had an emotional 

response to. The students are to observe symbolic 

meaning/images in the pictures. 

Step Five 

Once each student is standing next to a painting, ask the 

whole class to come and stand next to the first painting in 

the gallery. Ask the students if that painting was the one 

they stood next to and had an emotional or intellectual 

response to. Students respond. Then ask why they felt close 

to or had some attachment to that picture. Then you can 

ask general questions of the whole group such as: What do 

you think this artist is trying to say about racism? Where 

does this artist fit in a world of racism? Extend questioning 

as appropriate. 
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DEVELOPING THE DRAMA PROCESS 

TOWARDS PERFORMANCE 

STAGE ONE 

LESSON ONE 

Step One 

Start lesson by getting students into groups of four. Give 

each group one piece of butcher's paper and pens. Instruct 

students that they are to brainstorm the concept 'Racism' 

through writing down as many words as they can that they 

feel could be associated with the concept. They could be 

racist words, words to describe victimisation, words to 

describe a particular race etc. Once students have 

completed this task, the paper is placed up around the 

room for student reference. These become the basis of the 

purpose, status and motivational aspects of character that 

students will have to manage and manipulate in building 

their character for a one person show. 

Step Two 

Provide a class set of neutral masks in the centre of the 

room and asks students to take one. Students are asked to 

walk around the room with their mask on and then freeze 

and develop a symbolic body position as response to 

words called out by the teacher (these words come directly 

from the students' brainstorming on paper).lt must be their 

first, natural immediate response. Then do the same thing 

again, only this time, get students into a group of four to 

create a group symbol which represents the word or 

phrase the teacher calls out. 

Step Three 

Keep students in the same group of four. Instruct them that 

in this group they are to tell each other at least one story 

each of how racism may have touched their life. For 

example, a direct personal experience, something they 

have witnessed, or even seen in a film/television 

program/play/book. The stories should only be shared in 

the small groups of four to protect students' confidentiality, 

particularly if the story is a personal experience. 

Step Four 

Rejoin the student initiated discussion and tell the groups 

that they are now to decide, from the stories they have 

heard, which story has the most dramatic potential or 

which most strongly symbolises racism in society. 

Step Five 

Students are then told to interpret their chosen story 

through a series of four frozen images. They should be 

sequential and give us the strongest images from the more 

powerful aspects of the story. A few minutes is given to 

prepare these. 

Step Six 

Students demonstrate their frozen images with other 

students as critical observers, interpreting, under teacher 

direction, the essence of each story. Who is the victim and 

who is the protagonist? This stage of critical reflection ends 

the lesson. 

LESSON TWO 

Step One 

Students are to get back into the groups they were in last 

lesson. The next phase of this drama is to transform the 

frozen images into action (perhaps adding sound or words 

if desired). In the middle of the classroom is a basket 

containing a number of different dramatic properties 

(masks, cloth, body bags). Students are instructed that they 

can take one item per group from the basket to use in their 

abstracted interpretation of their story. The students must 

be reminded that this stage of the drama is not simply 

taking the freeze frames and connecting them. This has to 

be a symbolic representation of the mood and symbols 

present in their story. 

Step Two 

Once each piece has been presented, ask the students 

whether or not each story became clearer by using a more 

abstract dimension. Could they still see the symbols 
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NADIE ANNUAL COUNCIL 

REPORTS FOR 1997 

PRESIDENT'S REPORT 

As we gather for the 21 st annual conference and AMC, it 

is important that we remember and celebrate our 

achievements and give thanks for the people of NADIE for 

their selfless and largely untold contributions to the 

development and success of drama in the curriculum. This 

has been very much a learning year for me as President 

and this report is largely about some of the things learnt. 

I begin by focusing on people: thanking those who have 

helped and supported NADIE in the last year. In particular, 

I thank the members of the NADIE Executive: Sue Benner, 

our administrator, Vice Presidents, Mary Fox and Richard 

Sallis, Director of Publications, Philip Taylor; all the 

special projects officers and NADIE Liaison Officers, and 

Kate Donelan for her work on our behalf for IDEA. Our 

hosts for Oramaxis: Positioning Orama conference have 

worked tirelessly and against difficult odds. I thank 

Conference Director, Di McKenzie and EDA President 

Terri Kamasz and the hardworking committee. 

As we begin our work in Sydney this week, let us 

remember and live the key values we endorse in our 

strategic plan; consultation, openness and responsiveness; 

collaboration and teamwork; learning; innovation and 

practice; and getting the job done. Remember, we all do 

this extra work for no other reward than the enhancement 

of drama in the curriculum. However passionately we 

hold passing beliefs and however loudly we argue for 

issues, in the end what matters is our collaboration, our 

networking, our mutual support and friendships. 

National Drama Education leadership 

There are many activities of NADIE that go largely 

unnoticed not the least of which is on-going management 

and survival. That there continues to be a national 

association of drama educators cannot and should not be 

taken for granted. That we continue to be successful is the 

icing on the cake. You do not need me to tell you of the 

current economic and educational climate and the culture 

of change. We see it often in the media, in the continuing 

contraction of the tertiary sector and the shifting focus in 

education on I iteracy, restructuring departments of 

education and cal Is for greater demonstrated 

accountability. In this climate of change and shifting 

priorities, NADIE needs to be an effective voice for drama 

in the curriculum. In the past year, NADIE has worked to 

provide this national leadership through a series of 

projects and activities. 

NADIE On-line 

Although it has taken longer than anticipated, the launch 

of NADIE On-Line is the fruition of a vision outlined in 

Launceston. NADIE thanks the persistence of SPO Peter 

Hempenstall and Sue Benner, in navigating the realities to 

bring us thusfar. I also welcome those state and territory 

associations who are on line and look forward to the 

regular and effective use of email and the internet to 

enhance the communications network of NADIE. Over the 

last year, I have watched with interest the ADSA example 

of using the power of being on line for all manner of 

discussions and interchange. 
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ARE WE RACIST? 
EXPLORING AUSTRALIAN, COMMUNITY 
AND PERSONAL ATTITUDES THROUGH 
THE DRAMATIC FORM 

Sean Lubbers, Toogoolawah State High School, Queen/and 

Unit Length: 8 weeks 

RATIONALE: 

Students of Senior Drama in Queensland must at some 

stage of their course in year 11 and 12, engage in drama 

work which deals specifically with Australian content. 

Rather than taking a purely historical approach to 

Australian drama, this unit draws its approach and 

inspiration from the work of Cecily O'Neill and Judith 

McLean. It works within an aesthetic framework of drama, 

embedded almost entirely in students' own feelings and

lived experiences, transforming these into dramatic art 

forms. The unit takes a contemporary perspective 

exploring a variety of art forms and stories. It works to 

explore racist issues, identities and philosophies 

underpinning our Australian identity and nature. Although 

this piece of work is derived from the Queensland Drama 

Syllabus, it could be adapted for a variety of educational 

needs and contexts. 

OBJECTIVES: 

By the end of this unit students should be able to: 

FORMING 

• Manipulate Australian autobiographies/biographies of

all cultures into dramatic form.

• Utilise a variety of pre-texts and stimuli to create

meaningful drama. 

• Manipulate a wide variety of theatrical styles and

conventions to transform a collection of stimuli. 

• Manage and manipulate the elements of role, mood 

and symbol to reflect racism in Australia and 

Australian drama. 

• Create a number of situations/contexts which connect

with the theme of racism in contemporary Australia.

PRESENTING 

• Demonstrate the elements of role, mood and symbol

to interpret racism in Australia and Australian drama.

• Present and link a variety of dramatic conventions to

demonstrate personal feelings and attitudes of racism 

in society.

• Confidently apply and demonstrate eclectic dramatic

form to interpret Australian drama.

• Present a one person show with a common 

throughline. 

• Utilise voice and gesture to reveal the deeper 

meaning of a character's life experiences. 

RESPONDING 

• Aesthetically engage in the art of process drama.

• Analyse socially critical and celebratory perspectives 

within student devised and textual drama.

• Analyse, synthesise and evaluate a playwright's 

intention when building a play which deals with the 

theme of racism.

• Reflect upon how the element of language has 

constructed racism in Australian society. 

• identify and reflect upon their own personal beliefs

and attitudes towards racism and people of other

races.

DRAMA PROCESSES 

Rather than outlining the unit in weeks or lessons, I have 

decided to include a couple of progressions of lessons 

which process the individual beliefs/opinions/feelings 

about racism and share them with other members of the 

group. These drama processes are an ideal launching pad 

for any Australian drama unit which explores the theme of 

racism. 
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Police Officer 

You have been concerned about the behaviour of Bryan 

and his mates but generally they have stayed out of serious 

trouble. You think parents should take greater 

responsibility in supervising their kids. You believe that 

what happened was probably harassment and best dealt 

with at school. 

SAMPLE QUESTIONS FOR: 

Maddy's parents 

Where is Maddy, what happened? If you are decent 

parents, why has she run away? 

Teacher 

When did you first become aware that something was 

happening? What did you do to stop the harassment 

continuing? Do you think Bryan did attack Maddy or was 

she just exaggerating? 

Bryan's male friends 

Why did you join in harassing Maddy ? Can't you think for 

yourself? Don't you think the old 'double' standards are a 

bit dated? Are you sorry for what you did and said? 

Maddy's friends 

What did Maddy say about Bryan before the dance? Do 

you think she led him on? How could she have stopped 

what happened? Why didn't you go with her that night? 

Bryan's female friends 

Do you think it was fair to brand Maddy a 'slut' when you 

don't know what really happened? Why have you taken 

Bryan's side? Do you think it should matter what a girl 

wears? 

Bryan's father 

What are you going to do about your son's behaviour? Did 

he learn it from you? What is you attitude to women like? 

Can you sustain long term relationships with women? 

Deputy 

Do you think you did enough to help Maddy? Shouldn't 

the school have done more, suspended Bryan and his 

friends earlier? Why do boys do these kinds of things? 

Counsellor 

Why would Maddy have run away? What could have been 

done to prevent this situation occurring? What can young 

women do to avoid these kinds of situations? What should 

happen to Bryan ? 

Police 

Do you think Bryan should now be arrested (for assault, 

attempted rape and vandalism)? What should happen to 

boys like him? What advice can you give to the parents of 

teenage children? 

Audience 

What can we do to get Maddy back? How can we stop this 

kind of thing happening to other young women? What 

should happen to Bryan? 

LESSON SIX • POSSIBILITIES. 

To conclude the story, students develop freeze-frames or 

scenes to show what happened to Maddy/Bryan next 

week, next month/year, five years time. Another possibility 

is to work backwards in time to look at what could have 

been done to stop the situation from occurring. 

Discuss issues that have been raised by Maddy's story: 

• Gender roles and harassment

• Masculinity and violence

• Friendship, peer pressure and loyalty

SCRIPT READING AND RESPONSE 

(INTRODUCE PROPERTY OF THE CLAN 

AND/OR BLACKROCK) 

Students read the script in class, discussing similarities to 

Maddy's Story and their own experiences. Analyse 

'messages' they get from the script. What does it tell us 

about forms of masculinity and femininity in our society? 

What ends up happening to the female characters/male 

characters? What else could have happened? Students 

deveiop dramas of alternative responses (concept of Boal's 

FORUM THEATRE can be introduced here). For 

assessment students develop improvised scenes in 

response to Maddy's Story or the play. 

REFERENCES 

Enright, N. (1996). Blackrock. Sydney: Currency Press. 

Enright, N. (1994). Property of the clan. Sydney: 

Currency Press. 
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Recommendation: Working with ADSA - Australian Drama Studies 

that NADIE business we be carried out through email, On- Association 

Line services and that consideration be given to publishing Following motions from earlier AMC'S, the links with 

on-line. 

Working with NAAE - the National Affiliation of

Arts Educators 

A major amount of my time has been in working with the 

NAAE. Despite the NPDP project coming to a close, NAAE 

has carefully used its resources to see the continuing life 

for the ACAE - Australian Centre for Arts Education at the 

University of Canberra and an ongoing commitment to the 

position of Executive Officer. The work of the NAAE has 

been steady though perhaps not as spectacular as in the 

years of the major projects such as the CD-ROM, the Key 

Competencies and Work Samples projects. However, the 

NAAE has continued to meet and produced a series of 

advocacy posters and the technology projects which has 

lead to the development of a series of major papers on arts 

literacy through the ARTS on EdNA project. 

Working with each of the member associations, the NAAE 

developed a series of papers on arts literacy. After 

consultation with the Executive, I wrote a paper on 

'Drama as an arts language'. These papers will be 

launched on-line in the near future and some copies will 

be available in hard paper format. This project brought 

$1200 into the NADIE coffers which was used, in part, to 

defray expenses such as attendance at the IDEA Council 

meeting in Budapest. 

Recommendation: 

that NADIE continue to support and actively participate in 

the NAAE, making, where necessary, appropriate financial 

support for its representation. 

,� - -

ADSA have been made. We have arranged reciprocal 

membership for the Presidents of each association; for the 

last year or so I have been on the email list for the ADSA 

Executive and suggest that we do the same for the NADIE 

Executive email list for Adrian Kiernander, the President of 

ADSA. In future, it would be worth pursuing 

complementary activities such as joint conferences or joint 

publications where mutually beneficial. 

Recommendation: 

that the NADIE President further pursue and develop links 

with ADSA. 

NADIE Advocacy 

NADIE continues to advocate for drama in the curriculum. 

In particular, this year I wrote the support for drama as a 

tertiary entrance scoring subject in Western Australia and 

the success of that campaign by Drama West. NADIE will 

continue to play this role where necessary and I encourage 

all member associations to make best use of NADIE as a 

voice for drama in the curriculum. 

International Drama Education 

I have already reported to you earlier on the intense and 

difficult Council meeting of IDEA held in Budapest and 

hosted by the HUD EA, the Hungarian Drama in Education 

Association. The Council Meeting was my first as voting 

delegate for NADIE and critical for the ongoing 

development of this international association. It was not 

an easy meeting and there was a high level of anxiety, 

disputation and constitutional manoeuvring. Our position 

as NADIE, as a key initiating member of the international 

association, was essentially pragmatic. 

IDEA faced a crisis; it had been in effect, paralysed by 

resort to constitutional bastardry and bitter division. 
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Whatever the rights or wrongs of differing points of view, 

a resolution had to be found that would enable IDEA to 

move forward. I hope that this happened in Budapest and 

IDEA continues to grow and flourish. Time will be the 

measure of the effectiveness of this meeting. The following 

issues remain: 

• IDEA is chronically underfunded - a situation we

know and recognise in NADIE.

• The members of the Executive, delegates and

committees are working to bring consensus and 

collaboration between diverse and often

contradictory points of view and modes of operating -

an evolutionary phase that NADIE itself has

experienced. 

• The effectiveness of IDEA rests very much on the 

energy, commitment, hard work and vision of 

individuals - such as our IDEA Liaison Officer, Kate

Donelan and the ever resilient President of IDEA,

Maria Van Bakelan.

NADIE continues to be a powerfully supportive 

underpinning for KDEA, the Kenyan Drama in Education 

Association, the organisers of IDEA '98 the 3rd World 

Congress of Drama/Theatre and Education to be held from 

the 9-19th July 1998 in Kisumu, Kenya. 

Recommendation: 

I recommend that future NADIE budgets take this 

expense into account. 

NADIE Projects and Research 

Richard Sallis, Vice-President (Projects) will report more 

fully on the specific projects however at this point, let me 

congratulate Richard on his handling of this portfolio and 

support his work in putting projects on a more business 

like and organised footing. The value and significance of 

NADIE Projects over the last few years cannot be 

underestimated. They have provided NADIE with focus 

and tangible outcomes such as the Advocacy brochure. 

What has been needed however, is an is an effective 

process for initiating, budgeting and reporting our 

projects. Rather than being a collection of projects, there 

is a need for co-ordination and management. I applaud 

Richard's approach to this matter. NADIE's role in 

supporting research in drama education is also noted. Not 

only were we well represented at the International Drama 

in Education Research Institute held at the University of 

Victoria in British Columbia, the NADIE Journal continues 

to report pre-eminent research and NADIE is represented 

on a major application to the Australian Research 

Council. 

that NADIE continue to support IDEA through payment of NADIE Publications 

the IDEA subscription and consideration of the following 

two issues in relation to IDEA '98: 

7. At the 7 996 AMC, it was decided not to hold a

NADIE conference in 7 998; is this a matter that we 

should reconsider? I realise that we have two 

proposals for a mini-national conference and AMC to 

consider, so I will not make a formal

recommendation on the matter but I am increasingly

concerned about there not being sufficient 

appropriate forums for NADIE dialogue. 

2. The cost of NADIE's membership of IDEA is high -

not the least of which is the cost of attending Council 

meetings. Our past practice of expecting institutional 

support for attendance has been born of necessity but 

there is little doubt that NADIE should be supporting

the attendance of voting delegates to IDEA meetings.

Once again NADIE publications are noteworthy. Through 

NJ and ADEM, NADIE is a tangible presence in the lives 

of our members. I commend to everyone the Special 

Edition of NJ and Philip's remarkable thumbnail sketch of 

the twenty one years of the journal. As Philip prepares to 

step down as Director of Publications I want to publicly 

acknowledged the work he has done in this role and the 

reshaping influence he has had on the content and the 

look of our publications. 

Recommendation: 

that a vote of thanks be made to Philip Taylor as retiring 

Director of Publications of NADIE publications. 

NADIE Management 

• 

• 
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Girls at Bryan's party 

You want to maintain your friendships and relationships 

with Bryan and his mates. You decide to pay out on Maddy 

by phoning her up and harassing her. 

Maddy's family 

You have heard some rumours but Maddy has not told you 

herself what has been going on. You approach her to find 

out exactly what has happened. 

Bryan and his mates 

You are drinking at Bryan's party. You are angry about 

Bryan's suspension. You decide Maddy deserves to be paid 

back, so you go to her house and trash her yard and paint 

'slut' on the road. 

LESSON FIVE • TALK SHOW (TEENAGERS 

AND HARASSMENT • MADDY COME HOME!) 

(FOCUS: LANGUAGE) 

Set up an Oprah Winfrey style show 'Teenagers and 

harassment - Maddy's story' . Teacher will play a talk show 

host (with a name like Poppy Winfro). Enrol students as 

audience and assign roles. The teacher can take on the role 

of the host or brief a student who may wish to take on the 

role. Otherwise the teacher could start off in this role and 

hand the role over later when students are committed to 

the drama. 

A convention should be established for controlling the 

action. Tell students that if things get out of hand, that the 

host will go to an advertisement and the action will break. 

The host introduces the show, explaining that Maddy has 

experienced extreme harassment and has run away from 

home. Her parents want her to come home and have 

contacted the show to get help. The television network has 

decided to hold a talk show on the issue of 'teenagers and 

harassment'. The focus of the show will be looking at 'who 

is to blame' and 'how can we stop this kind of thing 

happening?' Gradually bring in different characters, set up 

minor confrontations, invite questions and responses from 

the audience. 

� �---- � -� � -- �' 

TALKSHOW ROLECARDS 

Bryan's friends 

You think the whole situation has blown up out of control. 

You still think Bryan is a good bloke and have participated 

in teasing Maddy because you think she deserves it. 

Maddy's friends 

You believe her story and have supported her through the 

situation. 

Bryan's female friends 

You don't like Maddy, you think she got what she 

deserved. You have joined in the teasing because you want 

to stay friends with Bryan and mates. 

Mrs Starkey 

Maddy's English teacher, the one who first investigated the 

situation. 

Deputy Principal 

You are keen to stop harassment in the school but are 

unsure about dealing with events outside the school (ie 

that happen on weekends). 

Maddy's parents 

You are devastated and will do anything to get her to come 

home. 

Bryan's father 

You are a single parent. Bryan is a bit of a handful but you 

are proud of him. You don't believe that he did anything 

wrong, and believe it was the girl's fault. 

School counsellor/ sexual assault worker 

You work in the school and local community. You see a lot 

of cases of domestic violence, rape and sexual assault. You 

see that in most cases it is men who commit these acts. You 

get angry when you see women being blamed for causing 

male violence. You believe it is wrong to tell women to 

change their dress etc to escape unwanted male attention, 

and believe that it is time men took responsibility for their 

actions. 
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FRAME 2 

It's Monday morning and you're back at school (co

incidentally all in the same English class). The teacher is 

running late and you are all talking about the week-end 

etc (Bryan comes in, he works his way around the groups 

spreading his rumour). 

The teacher enters in role as the English teacher and starts 

asking students to hand in English assignments etc. After 

some time Maddy enters the room. Teacher asks why she 

is late, and asks her to sit down (near Bryan). Teacher 

proceeds to write on board (turn away from class) or leaves 

the class. The students will most likely begin to question 

Maddy and harass her. The teacher intervenes after some 

time and tells Maddy she wants to talk to her at lunchtime. 

FRAME 3 

It's morning tea time. Position each of the groups around 

the room. Ask Maddy to slowly walk past each group, 

encourage students to respond to her in role. (Students will 

tend to harass her and talk about her, some may choose to 

support her. Ensure groups are spaced at some distance 

from each other to allow for the full impact of each 

response.) 

LESSON THREE • THE INTERVIEW (FOCUS: 

TENSION & MOOD) 

Enrol students as the Deputy Principal. Tell them that one 

of Maddy's friends has come to see you to tell you about 

the harassment Maddy has been experiencing. The Deputy 

(whole class) is then to interview Maddy and Bryan 

separately about what has been happening. Each interview 

should last five to ten minutes and the object is to try to 

expose the 'real' story. The students then determine what 

will happen and where the action should go to next (eg. 

some may want to then try and resolve the issue, call 

parents in, go back to the English classroom etc). 

Students then develop short scenes to show what might 

happen after this or they may have suggested ways to 

continue the drama as a class. 

LESSON FOUR • BRYAN'S REVENGE 

(ELEMENT:: FOCUS) 

Teacher explains that although Bryan and Maddy may 

have patched things up, problems still remain (i.e. it may 

be necessary to say this if some groups in the previous 

lesson have had Bryan and Maddy making up, getting back 

together etc). School policy about harassment means that 

Bryan has been suspended from school because of the 

severe nature of the harassment and some of Bryan's 

friends in particular are angry about this. 

The class is broken into groups and given different role 

cards. The classroom is divided into two spaces, one 

Bryan's house and one Maddy's. Assign each group a 

number. Call out 'go' and 'freeze' to direct the action (or 

don't first time around if you are wanting to introduce the 

notion of focus - just say go and see what happens). 

• Start with party on one side (full action) and Maddy

sitting by herself on the other side (frozen).

• Bryan's father and friends discuss Bryan's suspension 

from school. 

• Maddy's friends arrive at her house.

• Girls at party ring Maddy's.

• Maddy's parents discuss their concerns about Maddy. 

• Full on party scene, boys discuss ways of paying

Maddy back, they go and trash Maddy's yard (full 

action from all groups).

• Maddy's parents try to resolve action, find out what is 

going on.

Bryan's Revenge Role cards 

Bryan's father and friends 

You are having a few drinks while Bryan's party is on. You 

are discussing Bryan's suspension. You think the girl is to 

blame. 

Maddy's friends 

You go to visit her instead of going to Bryan's party, you are 

aiming to cheer her up. 
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Once again I thank Sue Benner for managing the difficult 

and unrelenting task of the NADIE Administrator with such 

good humour. The business of NADIE is complex and the 

shortage of funds is onerous and worrying. This last year 

has been more difficult with the tyranny of distance added. 

Hopefully now the use of electronic communications will 

help. 

NADIE Operations Manual 

A major project in terms of improving the efficient and 

effective running of NADIE has been the development of 

the Operational Manual which is designed to record the 

corporate memory of the organisation. It is designed to 

focus our work, to provide advice when handovers are 

made and to smooth the running of the organisation. It is 

not designed as a constraining straightjacket. It is not a 

constitution so it can change as practice does. 

Recommendation: 

that the NADIE Operational Manual be endorsed for 

1997-98; and that the Vice President (Planning) take 

charge of keeping the Operational Manual up to date and 

work with the Administrator to ensure that it is available to 

relevant members and NADIE officers on a yearly basis. 

Things undone or still to be done 

The aim of reviewing the NADIE Constitution remains on 

our agenda. One of the aspects of the current constitution 

is a quarterly newsletter. This has only been partially 

managed in the last year. In part this was due to financial 

constraints and the need to reflect on the on-going 

effectiveness of this mechanism. 

~ . -
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Recommendation: 

that a review be undertaken by the NADIE President and 

Administrator of the most effective ways of communicating 

directly with members of NADIE and that 

recommendations be made to the Constitutional Review 

sub-group on this matter. 

One of the ideas discussed for this Twenty-First 

Celebration is acknowledgment of the past leaders of this 

association - such as activating honorary life memberships 

- for a Hall of NADIE fame. 

Robin Pascoe 

IDEA LIAISON 

OFFICER'S REPORT 

In 1996-7 NADIE has again demonstrated its commitment 

to IDEA by playing an active and constructive role within 

the international community of drama/theatre educators. 

Our important contribution to the work of IDEA has 

occurred in spite of the severe financial constraints faced 

by both NADIE and IDEA and intense professional 

pressures on individuals in positions of responsibility 

within both organisations. Bruce Burton as IDEA 

Administrator and myself as IDEA Vice-President and 

Director of Projects continue to hold our Executive 

positions until the next IDEA World Congress in July 1998 

in Kenya. For the same period NADIE is hosting the IDEA 

Secretariat. 

Work of the IDEA Secretariat 

The Secretariat coordinated by Bruce Burton and with the 

administrative assistance of Sue Benner has undertaken a 

number of substantial tasks for IDEA this year. Much work 

has been put into marketing the two major products from 

the IDEA '95 Congress: the IDEA advocacy video and the 

IDEA book 'Drama, Culture and Empowerment.' At this 

stage $10,000 in orders have been filled, providing IDEA 
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with urgently needed funds to assist KDEA as they prepare 

to host the 1998 I DEA Congress. The majority of sales have 

occurred within Australia but through effective promotion 

at national and international conferences, orders from 

overseas have substantially increased. 

John O'Toole has played an energetic and creative role in 

marketing the book and video and has made some 

exciting proposals for future IDEA publications. In May, 

the Secretariat produced the IDEA Newsletter, a bilingual 

publication that was distributed to IDEA members 

throughout the world. 

IDEA General Council Meeting in Hungary 

HUDEA, the Hungarian Drama Education Association, 

hosted the 1997 IDEA General Council Meeting and 

Executive meetings in Budapest in March. NADIE was 

represented by its voting delegate Robin Pascoe and I was 

there as an IDEA Executive member. Although a relatively 

small number of IDEA delegates were able to attend these 

meetings they were very important in resolving the 

potential constitutional crisis and disputes within IDEA. 

Christine Comans important role in providing independent 

advice to the Executive as a dissenting member of the 

IDEA Constitutional Working Party should be 

acknowledged. 

The Executive's position in relation to its dispute with 

former Secretary Tony Grady was confirmed by a ruling 

from a Portuguese attorney and consequently IDEA 

delegates at the GMC voted to remove Tony Grady 

permanently from the Executive. Mary Yirenckyi from 

Ghana was appointed as IDEA Secretary until next July 

when a new Executive will be elected. NADIE made a 

strong contribution to the business of these meetings; a 

feature was the forging of strong cooperative relations 

between NADIE [and other English speaking members] 

and francophone delegates. 

IDEA delegates worked cooperatively and energetically in 

Budapest on a number of ongoing IDEA projects and 

reached a consensus on the themes for the IDEA '98 

Congress. Sadly the KDEA delegation had to leave early 

because of the death of Ochieng Anyona, a key member 

of the IDEA '98 Congress organising committee. 

IDEA '98: Linking at the Equator Crossroads 

Under the leadership of IDEA Congress Director Dr Opiyo 

Mumma, the IDEA '98 Congress Committee have 

proceeded with preparations for the hosting of the 3rd 

IDEA Congress that will be held in Kisumu, Kenya from 9-

19 July. Call for Papers brochures have now been 

distributed; all proposals for papers, workshops and 

performances need to be sent to the IDEA '98 Congress 

Organising Committee by October 30. In spite of a loan 

organised by IDEA President Maria van Bakelen from a 

Dutch bank, KDEA have an urgent need for operating 

funds to prepare the Congress; thus early registration by 

intending Congress participants is requested. 

John O'Toole and myself have written to Opiyo Mumma 

raising concerns that have been put to us about the length 

of the Congress, the identity of Keynote speakers and 

practical issues related to safety and logistics. We await 

detailed responses to our questions but have been assured 

that these matters will be addressed. Dr Opiyo Mumma 

has now written to NADIE inviting us to participate in the 

youth performance component of the IDEA '98 Congress. 

Drama Victoria through Chris Thompson and Sally Mshai 

Mwangola, have been coordinating the proposed 'Young 

Ideas' project involving young people from the 

Albury/Wodonga region. 

Solidarity Fundraising 

The decision by IDEA members to hold the 1998 World 

Congress in the developing world set a huge financial 

challenge for IDEA as an organisation. In my view, the best 

way that NADIE can support IDEA and KDEA in 

<> • " � - -

"° so A D E M 
"' 

- . . 

:�-
-• -

R E S O U R C E 
.., � . -- . 

The Dance Role Cards 

Maddy 

You are Maddy, you are sixteen years old. You were keen 

on Bryan and thought he liked you too. You met up with 

him at a local dance and were flirting with him. When he 

offered you a lift home, you accepted (after letting a friend 

know). He didn't take you straight home, but parked out of 

town. You started to make out and that was okay by you, 

but then he started to get too heavy and tried to make you 

do things you didn't want to. When he tried to force you 

to have sex, you told him to stop it, but he wouldn't listen. 

He then told you that you could walk home if you 

wouldn't sleep with him, he called you a 'prick teaser', 

pushed you out of the car and drove off. You then had to 

walk several kilometres home. His friends are now saying 

really horrible things to you and you suspect he has told 

them you are a 'slut'. You feel as if in some way it was your 

fault and just want to hide. 

Bryan 

You are Bryan, a seventeen year old boy You are fairly 

popular and like to have a girl around but nothing too 

serious. You thought Maddy was okay, but you were mostly 

interested in having a 'good time'. You met up with Maddy 

at a local dance and she was flirting with you and dressed 

in a really tight dress. You thought she was definitely 'out 

for it'. After the dance you offered to give her a lift home 

and went for a drive to a quiet spot. Things got pretty 

interesting in the car and you were very excited, but then 

she refused to have sex with you. 

You then got really angry and pushed her out of the car 

and drove off. You believe she lead you on. The next day 

you were still mad at her, so you told your mates that she 

was a real little 'goer' and a 'slut' and that she did 

everything you wanted her to. You told them that you 

weren't interested in going out with her anymore and that 

if they wanted to try her out that all they had to do was ask. 

Bryan's friends 

You think he is pretty cool and like to hang out with him 

and stay in his good books. 

Neutral guy 

You think Bryan is a big show-off and a bit of a bully. 

_..,., � ·- ~, ..,., 

Maddy's friends 

You are friends of Maddy and supportive of her. 

Nasty girls 

You think Maddy is up herself and are jealous of her and 

Bryan . 

Good girls 

You used to like Maddy but think she's been mixing with 

the wrong company lately. 

FRAME 1 

• It's Saturday night and there is a big dance on.

Everyone is going! You are getting ready with your

friends to go to the dance. (Show your group getting

ready, use repeated actions with one word each per

character). 

• You arrive at the dance with your friends. It's pretty

early and there is not a lot of action happening. (Each

group arrives and enters the space as the teacher calls

them out. As they enter they freeze and make a 

statement). Bring the dance to life. (After the action

has developed a bit, freeze).

• It's about halfway through the night. Some couples

are starting to pair up. Apparently some people have

snuck alcohol into the dance. Generally things are

starting to happen. Bring it to life. (Once again after a

while, freeze it) 

• It's near the end of the dance. There's some slow

dancing, some people having a really good time,

others feeling like wallflowers. Bring it to life (then

freeze). Maddy leaves the dance with Bryan - check

them out!

• It's the end of the night, people are now leaving and 

going home. Some are planning to party on, or

organise lifts home, some get picked up by their

parents! Bring it to life, then freeze.
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GRADE 11 11 ENGLISH ASSESSMENT(N.5.= non submit) 

Date 20/2 10/3 14/4 28/4 

Topic Essay Review Oral Letter 

Jane Reason C- C+ C+ C-

Bryan Smith C+ C- N.S. C-

Rachel Styles B B+ B+ B 

Peter Vanders C B B+ C+ 

Madelaine White A A- N.S. N.S. 

Jodie Wong A- B+ B A-

Figure 1 

GRADE 11 ATTENDANCE (a= absent, L=late) 

Date T Th F M T Th F M T Th F M T 

Jason Reason a a L 

Bryan Smith L L a 

Rachel Styles a a 

Peter Vanders a 

Madelaine White L a a L a a L a 

Jodie Wong 

Figure 2 

Some of the boys seem to be giving her a bit of a hard time 

- I'm not sure what it's about. Perhaps you could follow it

up. I have also attached a copy of a note I found a friend 

of hers passing to her in class. 

LESSON TWO • THE DANCE AND 

AFTERMATH (FOCUS: DRAMATIC 

TENSION) 

The teacher asks for two volunteers to play Maddy and 

Bryan. They are given a role card and asked not to 

show it to other students. They are also briefed with 

some details about their likely actions and responses 

during the role-play. The teacher explains that the class 

will be involved in a whole-class improvisation. They 

are divided into groups and each group is given a 

general role description card. Students are invited to 

flesh out these 'archetypal' roles and make them 

believable. The structure of the experience is also 

explained, and that students in their groups will be 

asked to respond with freeze-frames, actions, words, 

phrases and enacted drama. The following process is 

then worked through. 

Let me know how you go. 

Thanks 

Lisa Starkey. 

Extract from Markbook 

(Note passed in class) 

Dear Maddy, 

Why didn't you come to my party on Saturday?? It was so 

cool - you missed out on a great night. You better watch 

Bryan!!! Don't you like him anymore? 

Talk to me!!! 

Love 

T.8. 
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hosting the 1998 World Congress is for as many Australian 

drama/theatre educators as possible to travel to Kenya to 

participate in IDEA '98. The Kenyan Congress provides 

NADIE members with a unique professional and artistic 

opportunity. However the costs involved - including travel 

from Australia to Kenya and the Congress registration, will 

prevent many Australian drama teachers who are 

committed to participating in the Congress from doing so. 

I thus propose that NADIE should focus its Solidarity 

fundraising efforts on assisting NADIE members to attend 

the Congress in Kenya. 

Recommended Motion: 

That NADIE members in each State and Territory embark 

on a Solidarity fundraising campaign preceding the IDEA 

198 Congress. That funds raised should be used to assist 

drama educators within each State and Territory to attend 

the Congress. 

That each State and Territory develop their own specific 

criteria and selection procedures for allocation of financial 

support but that they should be based on the following 

principle: 

That at the IDEA 198 World Congress in Kenya NADIE will 

be represented by Australian drama/theatre educators from 

each State and Territory, from each educational sector and 

at different levels of professional and artistic experience. 

IDEA Projects 

The outcomes of a number of IDEA's international projects 

will culminate at the 1998 Congress in Kenya. The 

Community Theatre Project: 'Swapping Stories', an 

international comparison of the working methods of six 

innovative community companies in Kenya, the 

Philippines, Nicaragua, USA, and the Netherlands is 

nearing completion. A book and video will be launched in 

Kenya including an Australian component if funds allow. A 

book and video documenting a cross-cultural community 

theatre based on the work of PETA, 'Edgy Storytellers' is 

- -

now available from the IDEA Office in Amsterdam. 

The report of the 'Partnerships in the Arts Project' ,  a 

collaborative European based project in five countries that 

is examining exemplary models of cooperation between 

secondary schools and drama teachers, professional artists 

and arts training institutions will also be presented at the 

Kenyan Congress. 

KDEA Symposium and IDEA Executive Meeting 

The next IDEA Executive meeting will occur at the end of 

November this year in Kenya. This meeting will enable the 

Executive to visit the IDEA '98 Congress venues and to 

gain first hand information about KDEA's plans for the 

Congress. To coincide with the meeting of the Executive, 

KDEA have organised an 'International Symposium of 

Culture, Community and Development' from 29 

November - 7 December. KDEA has extended an 

invitation to NADIE members to participate in this 

Symposium in Nairobi. 

KDEA see this event as an important prelude to the IDEA 

'98 Congress in Kisumu; it will build on African networks 

and will identify key issues that will be central to the 

World Congress. Symposium proceedings will be 

published in a journal prior to the Congress. In order to 

support IDEA and KDEA in this important period prior to 

the Congress it is very important that Executive members 

attend both event in Kenya at the end of this year. However 

lack of funding for Executive members' travel costs to 

Kenya may prevent a number of members attending. In my 

case, funding difficulties seem insuperable but I am 

hoping that I will still be able to participate in these 

important meetings in Kenya if financial support can be 

found. 
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Communication within NADIE 

I have been grateful to Richard Sallis for his invitation to 

contribute an IDEA report to his regular NADIE Special 

Projects Newsletters. This has assisted greatly in my efforts 

to provide States and Territories with regular updates of 

IDEA information. I have also reported to the NADIE 

Executive through our tele-conferences and by fax 

whenever I have needed advice or support on important 

matters. Information about the IDEA '98 Congress has 

been disseminated as I have received it to States and 

Territories through ILO's wherever I have been provided 

with a contact address. A strong national ILO network for 

fast and efficient dissemination of information and 

communication is vitally important in the lead up to IDEA 

'98 next July. 

Kate Donelan 

NADIE DIRECTOR OF 

PUBLICATIONS 

As I will not be seeking a fourth term as director of 

publications, this 1997 report will be last. I would like to 

thank Sue Benner, Christine Comans and Robin Pascoe for 

the support they have provided me which has ensured the 

continuation of the excellent standard of NADIE 

publications. The past year has seen a consolidation of 

procedures outlined in the past two publications reports 

(see ADEM #2, 59-60. #3, 57-59), however, familiar 

challenges are still experienced. These can be identified by 

the following character: 

1. Difficulty in meeting production deadlines, because 

of delays in receiving referee reports (a particular

problem for NJ), and the lack of quality material

submitted for consideration (a particular problem for

ADEM) and the time commitment required to 

produce a quality production). 

2. The need for a support team to facilitate production. 

NJ 

At the moment, the production for the NADIE

publications is dependent on the editors being able to

meet deadlines. A challenge for NADIE in the future

could be to provide further administrative support for

help: liaise with referees, liaise with printers, assist

with clerical tasks such as mailouts and collation. 

1997 has been consumed by the preparation of the NJ 

Index 1976-1996. Delays in production have been caused 

by the time consuming nature of this project, staff 

absences, and problems with the software which 

was used. 

ADEM 

See following report 

NADIE Research Monograph Series 

The second issue of this series, 'An Aesthetic Framework in 

Drama' , by Judith McLean was launched at Playlab late 

February 1997. The monograph has been well received 

and sells well. It has been set as a required text for drama 

courses at QUT, Griffith University and Australian Catholic 

University (Queensland campus). NJ Index 1976-1996 

(disc data only) is now available for purchase from the 

NADIE office. 

NADIE Special Projects (Research) Report 

The NJ Index 1976-1996 has been a major project of the 

research office over the past three years and now has been 

published as an issue of NJ (Volume 21, Number 1). The 

Index should prove to be an invaluable resource for all 

teachers, students and scholars interested in investigating 

some aspect of the field of drama education. The Index has 

been supported by three research grants 
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MADDY'S STORY -

A PROCESS DRAMA 

Sue Davis, Kenmore State High School, Queensland 

RATIONALE: 

This process drama has been developed to be used as an 

introduction to the script A Property of the Clan or 

Blackrock by Australian playwright, Nick Enright. It aims 

to provide students with a context and issues that they can 

relate to readily and become involved in, before facing the 

more confronting situation presented in the script. This 

process drama was designed specifically for use in a 

drama classroom, with the focus for the unit being the 

elements of drama. Therefore, other activities were 

included in the lessons which helped introduce students to 

these elements and build their knowledge and skills (these 

are not documented here but elements of drama focussed 

on are referred to). 

OUTLINE: 

The drama begins with evidence that a female student 

(Maddy) has been missing school and not completing 

work. It implicates a boy - Bryan in the situation. Students 

go back then to see what happened, focussing on a local 

dance. The next day at school Bryan spreads rumours 

about Maddy saying she is 'easy.' She says the rumours are 

not true. The deputy principal interviews the students and 

discovers that Maddy went with Bryan after the dance to a 

'parking spot' and when she wouldn' t have sex with him, 

he pushed her out of the car and drove off, leaving her to 

walk home. Bryan is suspended from school. At a party at 

his house, his friends get stirred up and decide to have 

revenge. They go to her house and trash her parent's yard. 

Maddy has had enough and runs away from home. In 

desperation her parents contact a local television station 

who decide to focus on the issue and hold a talk show 

focussing on teenagers and harassment. The final ending 

is left open. 

LESSON ONE • PRE-TEXT • 

WHAT HAPPENED TO MADDY? 

(FOCUS: HUMAN CONTEXT) 

Students are provided with the stimulus material (see 

below) which includes a memo from an English teacher to 

a year level co-ordinator regarding the progress of a girl 

named 'Maddy' and her recent fall in grades and absences 

from class. (Figures 1 & 2). The material also includes an 

extract from the teacher's roll and mark book, as well as a 

note confiscated in class which was passed from one of 

Maddy's friends to her. 

Students arc asked to discuss what may have happened to 

Maddy and to identify what evidence they have based this 

on. In small groups students then prepare a series of three 

freeze-frames, each with a word or phrase, which shows 

what has happened to Maddy. Groups are to ensure that in 

the freeze-frame roles, relationships, attitudes and status 

are clearly shown. The series of freeze-frames are then 

developed into a short improvised scene. Each group 

shows them to the class. 

(N.8. Pre-text material needs to be formatted or 

rewritten to look like more 'authentic' school documents) 

Memo to: 

From: 

Year 11 Co-ordinator 

Mrs Starkey 

I am very concerned about Madeleine White's progress 

over the past few weeks. She has missed quite a few 

classes and not handed in two pieces of assessment. I have 

tried to talk to her but she claims that everything is fine 

and will not talk about what is obviously bothering her. 

Could you please check her progress across other subjects 

and see how she is going overall. 

( A D E M - 25 
• o.'<>c - • • 

~" -- ~ ~ -

- - 0. --=--~ - I 

;,$' r~ r ~ "-r • C,:. , •,. 

!: 52 A D E M 
~.:.;. 

- •~.; -~ -



,1 R E S O U R C E 

Thank you for your sensitive and diplomatic questions. As 

you know, this Ethics Committee usually operates in sub -

committees. I'd therefore like you to work in groups of five 

or six in order to formulate a list which has the patient you 

believe should be the first to be offered the treatment as 

well as the second, third and fourth. Each sub committee 

should be prepared to give reasons for their decisions. 

Allow 10-15 minutes for this to happen. Meanwhile brief 

the four 'patients' on what is going to happen next. Ask a 

spokesperson from each group to give their decision along 

with a brief explanation. 

Thank you ladies and gentlemen for your careful 

consideration. However, new information about these four 

patients has just come to light. I want to share this with you 

in case it has an impact upon your final decision. 

Tom, the five year old boy, is also suffering from leukemia. 

Even if his HIV is treated, his long term prognosis is not 

good; 

Susan, the 25 year old drug user, is six months pregnant; 

Gillian, the nurse, has been having an extra marital affair 

with a surgeon at the hospital; 

Norman has been quite modest about his occupation. He 

is in fact the director of the largest charity in Australia 

which employs 400 people and provides training, housing 

and support for thousands of homeless people throughout 

the country. 

Jn light of this new information, I am inviting you to return 

to your sub-committees in order to decide whether or not 

you want to reconsider your decision. 

After 5-10 minutes of further deliberations ask a 

spokesperson from each group to announce their decision 

and the reasons for it. 

REFLECTION 

Come out of role in order to discuss the work with the 

class. 

• To what extent did our attitudes towards people with

different lifestyles affect our decision?

• Is there such a thing as an 'innocent' or 'guilty' 

'victim' of HIV or Aids? 

• In real life, health care and treatments have to be

rationed. Who should make decisions about who

should receive treatment? 

Steve Ball is a visiting lecturer at Griffith University. He is 

Director of Language Alive Theatre in Education and 

Catalyst Theatre in Health Education in Birmingham, 

England. 
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from Griffith University and the appointment of two 

research assistants (Joanne O'Mara and Rod Lumer). 

A team of folk helped assist in the selection of keywords. 

(Sue Benner, Christine Comans, John Deverall, John 

O'Toole, Penny Bundy and Paul Stevenson.) My thanks to 

them all. 

Philip Taylor (Griffith University) 

ADEM 

Three editions of ADEM have been distributed to NADIE 

members to date. Production remains in Queensland with 

Aaron Sanders of Brisbane lmagesetter continuing to 

maintain a high standard of production. Steering each 

edition into production mode has not been without 

problems however. I continue to call for copy for ADEM 

with minimal success, each year spending an inordinate 

amount of time trying to gather material from contributors 

in this country. 

The very essence of ADEM is the teacher's voice - a 

showcasing of practice across the drama curriculum. To 

ensure that material is forthcoming, state drama 

associations need to continue to support and promote 

ADEM as a publication which opens up a sharing of ideas, 

dialogue, strategies and skills which relate to good 

classroom practice. This is the only way we can ensure 

such practice is shared, highlighted and documented in a 

quality teacher's publication. 

I am considering new ideas for making ADEM a more 

diversified publication. I will continue as editor for ADEM 

into the coming year despite some long service leave in 

semester one in 1998, and would see my role as facilitator 

of the magazine in terms of active promotion of ADEM on 

a national basis. 

Tracey Lee (Editor) 

Australian Catholic University. Queensland. 
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REPORT VICE
PRESIDENT 
(PLANNING) 

Whilst I was honoured to be elected to this position at the 

1996 AMC, it is my perception that, during the 15 months 

which have since elapsed, I seem to have taken some time 

to 'learn the ropes'. Perhaps I should have asked for more 

assistance from 'the old hands' but we all seem to be so 

constantly busy. As well, during 1996 and 1997, I have 

had to work in a range of senior positions, often at short 

notice. This has meant clambering up a number of steep 

learning curves and, at times, the NADIE Vice-Presidential 

curve has had to take a lesser priority. For this I apologise. 

In preparing this report I revisited the 1996 report of my 

predecessor, Robin Pascoe, wherein he referred to having 

a focus for his work as Vice-President (Planning). In 

particular he presented and spoke to the drah Operational 

Manual for NADIE. We received the finalised copy of this 

document in May this year. The amount of work 

undertaken by Robin in preparing this document is truly 

staggering and I feel quite inadequate in assuming 

responsibility for its ongoing implementation and 

adaptation. 

I have little to offer by way of major adaptations or 

additions at this meeting but wish to bring everyone's 

attention to the value of this resource for NADIE and urge 

you all to revisit it on a regular basis in the periods 

between AMCs. Please ensure that any comments for 

consideration and/or incorporation - at any time - are 

referred on to the Vice-President (Planning). Robin refers to 

the Manual as a 'working document' in his accompanying 

letter. We must all make it work. 

Over the next 14 months the Manual will be under 

constant review and will focus on a Constitutional Review 

to be coordinated by this position, with other members of 

the Executive. During the last 15 months this 

. -

\ A D E M 53 

. --

' --- - -,, ..Le .-~ - ~~--



, -

ASSOCIATION 

Constitutional Review was attempted but, for various 

reasons, did not progress in readiness for this AMC. It 

seems that a completely new model needs to be 

developed and resources have been identified to assist this 

process. Those with an interest or expertise in this field are 

urged to contact the Vice-President (Planning). There will 

be consultation with NLOs and Presidents as the review 

progresses. 

Other key areas to be addressed include the roles of 

Executive, short and long term strategic planning and 

communication systems and processes. Should I be re

elected as Vice-President (Planning), I would see focussing 

on these areas as a key responsibility. In conclusion I wish 

to express, on behalf of all of us, our great appreciation to 

Robin Pascoe for his work on the Operational Manual. I 

also wish to thank the outgoing Executive, in particular 

Sue Benner and Richard Sallis, for their support during 

1996/97. 

Mary Fox 

NADIE VICE-PRESIDENT 

(PROJECTS) 

I'd like to begin with a couple of thank-yous and personal 

comments. Firstly, thank-you to the NADIE Special Project 

Officers. They have managed to make progress with their 

projects this year whilst at the same time meeting the 

demands of their regular paid employment. I thank them 

for finding the time in their busy schedules to work on 

their projects during the past year and meeting the 

demands of deadlines for the newsletters etc. In this report 

I will not be referring to their projects in specific detail. 

They have each prepared a report that will be tabled at the 

AMC. 

My second thank-you goes to the NADIE Executive who, 

despite the constant pressure they are under from work 

commitments have managed to keep in contact and 

offered support and advice to me when I needed it. I 

thought the teleconference we had earlier this year was 

most useful and may be something to use again in the 

future. With the IDEA Congress now less than 1 O months 

away I am pleased to see that a new Special Project has 

been proposed by Drama Vic regarding Australia's 

contribution to the Young IDEAs project. Their formal 

proposal will be presented at the AMC. 

As NADIE Vice President, Projects my major work for the 

year has been in regards to the NADIE Special Projects -

the writing and circulation of the NADIE Special Projects 

Pro forma. The intention of the Pro forma was: 

• To help streamline the application process for new 

Special Project proposals. 

• To establish some consistency in the way in which 

new projects are proposed.

• To assist with the budgeting and allocation of funds

for NADIE Special Projects.

• To continue to ensure that NADIE Special Projects are 

meeting the demands and current concerns of our 

members. 

• To assist those proposing the Special Project to arrive

at a reasonable timeline in which the project should

be undertaken.

• To assist the NADIE Executive to give some

consideration of the proposal before the annual

meeting of council (AMC).

By the closing date at the end of August only one new 

project had been proposed for 1998 (by Drama Vic). It is 

in regards to NADIE officially recognising the Australian 

contribution to the Young IDEAs project where a group of 

young people will represent our country by performing at 

IDEA '98. The new project is requesting $500 from NADIE 

to assist with administration costs. It will be tabled at the 

AMC. 

I requested that the current NADIE Special Project Officers 

complete a copy of the Pro forma as well. This had varied 

success (perhaps due to the fact that the Pro 
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MAKING A DRAMA 

OUT OF A CRISIS 
USING TEACHER IN ROLE TO 

EXAMINE A MORAL DILEMMA 
Steve Ball, Director of Language Alive and Catalyst Theatre in Health Education - Birmingham 

INTRODUCTION 

This workshop uses Teacher in Role to examine a sensitive 

moral issue. It requires around one hour of lesson time and 

is suitable for high school students in Years 10, 11 and 12. 

THE WORKSHOP AIMS TO: 

• Examine and challenge attitudes surrounding 

homophobia, stereotypes and whether people can be 

blamed for illness. 

• Develop negotiating, problem solving and decision

making skills.

• Provide information about the transmission of HIV 

and Aids.

PREPARATION 

Select and brief four students who will be asked to sit in 

the 'hotseat'. 

• Tom, a five year old boy who contracted the HIV 

virus through his mother. 

• Susan, a 25 year old intravenous drug user. 

• Gillian, a 25 year old nurse, married with two young

children, who became infected via a needlestick 

injury at work. 

• Norman, a 40 year old gay man who is employed in

the social work field.

* It may be helpful to use a while lab coat to signal

your role and to have a bottle or strip of tablets for

props.

i" 

GETTING STARTED 

Explain to the class that they are going to take part in a 

drama set sometime in the future and that you are going to 

take on the role of Dr. Williamson, the Chief Medical 

Officer at City Hospital. 

Hello everyone. I know that as members of the Ethics 

Committee here at City Hospital you have had 

considerable experience of making difficult decisions. I'm 

confident therefore that you will once again be able to 

employ your wisdom and experience in order to reach 

another difficult decision. You are all aware that a 

breakthrough has finally been made in the search for a 

cure for HIV and Aids. This hospital is fortunate to have in 

its possession sufficient quantities of this new drug to cure 

one patient. However there are four patients at the top of 

our treatment list. 

You will have an opportunity to interview these four 

patients in turn prior to making a decision about which of 

the four should receive treatment. 

The first patient is five year old Tom. Unlike the three other 

patients, he is not aware of his condition so I ask you to 

ensure that you do not disclose this to him. 

Tom then sits in the hotseat while you, in role as Dr. 

Williamson, field questions. The other three patients then 

take the hotseat and the process continues. 
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NOW FOR A STORY 

Ask the students to form themselves into pairs and 

discuss/model with the whole group the development of a 

narrative (beginning, middle and end). Brainstorm possible 

storyline keeping in mind that students have been 

exploring the dark and other scary things. Allow time for 

students to plan into point form how the story will 

develop. At this stage, dialogue for the play does not have 

to be scripted. At this point ask the students to write down 

a list of characters they will need to tell the story. 

Remember less is more. Students with too many characters 

will find it difficult to manipulate the narrative and the 

puppets successfully. 

DESIGN MAKE AND APPRAISE 

Students spend time designing, constructing and 

augmenting shadow puppet characters to enable them to 

tell their narrative. Leave ample time for this activity as it 

will involve experimentation, problem solving and lots 

of fun. 

PRACTICE MAKES PERFECT 

Students work together in a partnership to translate the 

narrative into a shadow puppet play. Practising 

manipulation, dialogue and any sound effects needed to 

bring the script to life. Group may like to help each other 

working as sound effects creators and masters of 

ceremonies to allow the puppeteers to weave their magic. 

SHOW TIME! 

Prior to the performance, students can design and deliver 

invitations, create posters advertising the event and devise 

programs. Organise the space with the students into a 

theatre, usher the audience members in and perhaps even 

supply popcorn ... then let the show begin. 

SIMPLE SHADOW PUPPETRY - SOME HINTS 

These materials will help get you and your students 

started: medium or light weight card, bamboo skewers, 

medium weight wire or coat hangers, pliers, masking tape, 

coloured cellophane, needle cotton, lace, doilies, paper 

fasteners, hole punch, scissors, craft glue. 

The Screen: the screen can be as simple as a sheet 

between a doorway, natural light works fairly well. A 

direct light (spotlight or OHP) behind and a darkened 

room works better. Use one spotlight only and keep it high 

to prevent puppeteer's shadows. You can make a screen 

from a wooden frame with white lawn stapled or tacked 

onto it. G-Clamps can support the screen on the edge of a 

table. 

The Puppets: Begin with only one moving part and 

exaggerate shapes to make more interesting shadows. For 

moving parts make holes with small hole punch and use 

paper fasteners to join pieces. For fixed rod/flat join puppet 

attach a bamboo skewer laid flat on the puppet and attach 

with masking tape. Bent wire or coat hanger can be 

attached to the joined moving part. Add colour and texture 

by cutting holes in the puppets and taping or gluing 

coloured cellophane, doilies or lace over the holes adds 

another dimension. 

The Scenery: for large scenery cut from medium card 

attach to the screen with masking tape. Scenery can also 

have moving parts or built in characters that move. 

USEFUL RESOURCES 

Hodgson, }. (1984). 'The Australian puppet book: A 

resources book for teachers and parents.' Cammeray, 

NSW: Horwitz Crahame. 

McNiven, H. & P. (1994). 'Puppets.' East Sussex: Wayland. 

Robson, D. & Bailey, V. (7990). 'Shadow theatre.' London: 

Franklin Watts. 

Schonewolf, H. (1992). 'Play with light and shadow: The 

art and techniques of shadow theatre.' New York: 

Reinhold. 

Sinclair, A. (1995). 'The puppetry handbook.' Victoria: 

Richard Lee. 

Vella, M. & Rickards, H. (1989) Theatre of the impossible: 

Puppet theatre in Australia. Roseville: Craftsman House. 
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forma the SPOs had to fill in had sections not relevant to 

them). I must thank those who took the time to complete 

it fully. From what the SPOs sent me I was able to ascertain 

the likely financial costs to the association for the various 

existing projects for 97/98. In 1998 1 would suggest that a 

new Pro forma is devised to be filled in by SPOs whose 

projects are likely to flow into the following year. 

Recommendation: 

7. That the Vice President Projects prepare and circulate 

to SPOs a Pro forma for existing projects. 

2. That from 7 998 the SPO's be required on an annual 

basis to complete a Pro forma pertaining to their 

project if it is to continue the follow year. 

The SPOs of three existing projects indicated that their 

projects would require financial assistance from NADIE in 

1998 to assist with publication costs. 

These projects are: 

• Gender Equity 

• Primary 

• Workplace

Having three projects requiring publication costs in the 

one year was not desirable. It has largely come about 

because until now no clear timeline for the projects had 

been established. Hopefully this will occur less in the 

future because now when a new project is proposed a 

timeline and costings for the life of the project must be 

submitted. In regards to the publication costs for the three 

NADIE projects listed above I have discussed the matter 

with the current Director of Publications and I wish to 

make the following recommendation: 

Recommendation: 

3. That in 1998, AOEM publish the NAOIE Workplace

and Gender Equity policy documents as part of that 

publication. If the association accepts this 

recommendation it must realise that there will be no 

financial gain from the sale of the documents unless

they are produced as a liftout that could be sold 
y' 
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separately later. Philip has also indicated to me that 

NAOIE Publications has allocated $3,000 to help 

fund the Primary project publication. I thank Philip 

and the Publications arm of the association for their 

help and support in these matters. 

It is my opinion that NADIE can't continue to support a 

large number of projects with new ones being added each 

year. At present there is a new project being proposed and 

SPOs are requesting that existing projects to be extended 

into next year. NADIE needs to consider how many 

projects can be supported in a given year, how long 

individual projects need to run their course and ways to 

financially support the projects in the long term. I make 

the following recommendation: 

Recommendation: 

4. That next year the NAOIE Executive evaluates the 

present process of selection and completion of 

Special Projects and recommends any changes based 

on their findings to the 1998 AMC. 

I prepared and distributed a NADIE Special Projects 

Newsletter (4 copies December 96, February 97, June 97 

and August 97). The Newsletter went to each state/territory 

President and NLO. They were asked to consider ways of 

disseminating the information to their members. I know 

that some of the information made its way into stale 

newsletters and magazines. In whatever way the 

information is conveyed it is important that state 

associations continue to endeavour to inform their 

members of what is occurring with the NADIE Special 

Projects. It is one tangible way that members can see that 

NADIE is working for them. 

Richard Sallis 
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NADIE SPECIAL 

PROJECTS OFFICER 

PRIMARY 

The primary project was initiated in 1995 in Brisbane, with 

Jenny Simons elected as the Special Projects Officer. This 

was in response to a need for qualitative research at the 

primary school level and interest in Cecily O'Neil I's notion 

of Pretext as workshopped at IDEA '95 and also the 

Research Institute which followed the Congress. The 

project, as outlined by Jenny Simons in Adem No. 3, 1997 

is well underway. 

Primary classroom teachers and drama specialists were 

recruited from each state and territory although all 

volunteers have not been able to complete the project as 

originally set out. Collaborative classroom based research 

will be evident in the case studies of the eventual 

publication although an 'outside eye' or ethnographic 

researcher was not available to the volunteer teacher in 

every instance. In Launceston, 1996 it was decided that 

the Chris van Allsburg text, 'The Mysteries of Harris 

Burdick' could serve as the common pretext for the 

project. It was at this National Conference that the position 

of Special projects officer was transferred from Jenny 

Simons to Tiina Moore. Jenny, at the time of writing has 

returned to the project and will be helping to compile and 

format the material received. 

The Project 1996 

Each volunteer (five, to date) has chosen: 

• Whether to use the text/pretext in its entirety

or in part.

• Which age and/or class to work with for three 

hours of drama.

• How to divide up the three recommended hours

of practice.

• Whether to pre-select an illustration(s) or to 

offer choice. 

• Who to invite as an 'outside eye.'

It should be noted that leading up to the national 

conference, the spectrum and diversity of drama activities 

and emphases seem well covered by the reports on hand. 

To my knowledge, this sort of collaborative research from 

a single pretext, across an entire country, has not been 

undertaken before. It has been exciting to watch this 

groundbreaking project unfold in the frequently 

overlooked primary sector in an attempt to come to grips 

with Cecily O'Neill's notion of pretext and our 

understanding of it within our own Australian contexts. 

In September, 1996, the texts were sent to eight volunteers 

and classroom practice began in earnest. Requests to join 

the project were received as late as August 1997, and 

queries and offers to assist seemed to accelerate with the 

approach of Dramaxis. The writing up of 3 hours of drama 

structures and responses seems to have been a rather 

tedious and thankless stage of the work and indeed rarely 

reflects the complexities of teacher-student /pretext

observer interactions. I commend the participants who 

survived the hurdles of the aftermath. Record-keeping has 

taken the form of scribbled notes, photographs, videos, 

audio tape theatre programmes, drawings, and writing in 

and out of role. All of this, no doubt will serve as 

resources for school and state based professional 

development, as well as support material for the 

monograph. 

Eltham College, my employer has been most generous in 

subsidising the communications necessary to the project 

and related visual materials. Similarly Drama Victoria has 

demonstrated its trust and generosity to the project by 

pledging $1,000 toward the publication. I will be relying 

heavily on the experience of Prue Wales, the editor of 

Mask magazine and Mark Bailey the president of Drama 

Victoria for formatting and editing. A special thanks to all 

the volunteers, my phone and fax friends who have been 

doing this work alongside their 'day jobs'. 

Tiina Moore 
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THE DARK AND OTHER 

SCARY THINGS 

Sandra Gattenhof, Queensland Arts Council 

This unit of work has implications for every aspect of the 

curriculum, and is a particularly good context for the 

teaching of language skills. The climax of the unit is a 

performance. The writing of stories, or adaptation of 

existing stories or poems to form the script, gives students 

opportunities for creative writing, and in rehearsals spoken 

language skills can be developed and practised. Children 

who find language work more challenging, for example, 

those whose first language is not English, can often 'hide 

behind' their puppet characters and use language in a 

more relaxed way. Putting on a play is a good practical 

way to show children the importance of awareness of 

audience in their writing, and older children love to 

perform for the younger ones. 

MIRROR MOVEMENT 

Shadow puppetry needs puppeteers with good body 

control and concentration. This exercise will increase 

skills in both areas. Working in pairs nominate who is to 

be letter 'A: and who is 'B'. Without speaking to each 

other 'A: begins a movement which 'B' as the mirror must 

copy. The movements should be slow and large so that 

partners can easily copy. Begin movements with hands 

and arms only, then use larger body parts and finally 

introduce whole body movements. At appointed times 

partners swap roles of the leader and the follower. 

THE FOCUS 

Choose a story or poem that is about scary night noises. 

After reading, discuss with the whole group what the 

story/poem is about, students own stories about scary 

night noises, what makes scary night noises, what students 

do when they hear a scary night noise. Students break off 

into pairs, recall and retell a story about a scary night 

noise. Students may also like to write down their story. 

ABOUT BEINCi BRAVE 

. . 

Reread the story or poem used at the beginning of the 

session. Brainstorm all the feelings in the narrative and 

personal reactions. Generate a word list to display in the 

classroom. Discuss how ordinary things can become 

distorted and superordinary when it is dark and things 

cannot be seen clearly. 

SHADOWS 

Using a white sheet strung across the room and an OHP 

behind it as a light source, invite the children one at a time 

to make with their body scary shapes and have the 

audience interpret them. Do the shape in front of the sheet 

and them behind (just a shadow). The ordinary becomes 

something quite different. Experiment with making shapes 

close to the sheet and far away from the sheet. Students 

will discover that they can enlarge shapes using this 

technique. Perhaps with a partner create interesting and 

scary shadow shape using body links and different levels. 

DESIGN, MAKE AND APPRAISE 

The easiest and quickest form of shadow puppets are done 

with your hands. Practise making your hands into animal 

shapes - dogs, rabbits, roosters whatever. Divide the class 

into two groups, one to work behind the sheet and the 

others to be the audience. Choose a pair to tell an 

improvised story using hand shadows. 

Show the class a simple shadow puppet made from 

cardboard and have volunteers place them behind the 

screen. Discuss how you don't see exterior details but just 

shadow. Demonstrate how to make a flat fixed rod puppet 

with cardboard, bamboo skewers and masking tape. Allow 

students time to design, make and appraise their puppets. 
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ACTIVITY FOUR - SCULPTING 

The group read the next page, when against all odds the 

cat came back. The illustration showed a shadowy figure 

through a rain•stained window, and a clear paw pressed 

against the pane. With this as stimulus, the group was 

asked to sculpt a volunteer into the narrator at the first 

moment he sees what MAY be the cat. The volunteer was 

told they were 'thinking clay,' able to co-operate 

intelligently as they were sculpted into shape. This 

technique allows the sculptors to talk/reflect as they 

externalise their thinking and negotiate an appropriate 

shape. 

Once the sculpting technique was established, the group 

broke into pairs and each pair sculpted their ideas. 

Next we set up a Museum of Statues; the various 

interpretations of the narrator's expectation of the return of 

the prodigal cat were examined simultaneously by all of 

the sculptors, in role as 'museum goers.' Then the museum 

goers mirrored the statues and replaced them, al lowing 

everyone an external reading of the shapes as well as an 

internal reaction to being placed in that bodily expression. 

ACTIVITY FIVE - SOUNDSCAPINCi 

The remaining text was read, and the final pictures closely 

examined. This illustration is a slightly lighter revisiting of 

the earlier 'film noir' picture, with many cats returning in 

different states of experience. One is sitting patiently at a 

doorstep where the door is shut. Another approaches a 

door where a dog (replacement?) sits waiting at a window. 

Some cats are merely represented by tails (tales?) 

appearing over the horizon. The participants were asked to 

choose one element of the picture, place themselves in the 

room relative to that object and represent the element with 

a sound, creating a sound-scape of reactions to the 

picture. The use of sounds and single words rather than 

sentences intensifies the emotion in the picture. 

CONCLUSION 

Finally, the group discussed their reactions to the book. 

These included personal stories about cats and 

homecomings after absence, and more general stories on 

the theme of 'coming home.' The drama has produced 

much more than a simple comprehension of the story: it 

had moved the participants into connections with their 

own lives, into critical literacy. 

REFERENCES 

Cusworth, R & Simons, }. (1997). 'Beyond the script.' 

Sydney: PETA. 

Doonan.}. (1993). 'Looking at picture in picture books.' 
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Keil/or, C. (1995). 'Cat, you better come home.'. London: 

Faber & Faber. 
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NADIE 

ADMINISTRATOR'S 

REPORT 1997 

The 19960 NADIE year 

The enclosed figures reflect the nature of the complex 

situation for NADIE in the 1996/7 operational year. For the 

sake of clarity, I will focus on the following areas: 

employment, sales, and technology. 

Employment: 

From August to October 1996 an administration assistant 

was employed at an approximate cost of $800 for the 

express purpose of: archiving material both hardcopy and 

electronic, sorting of publications, seeking advertisers and 

promoting sales. It became obvious by November of that 

year that the search for advertisers and the promoting of 

sales was not being successful. This dictated an urgent 

appraisal of the position and the following issues were 

identified: 

• The change of government at both Federal and State

levels, and the ensuing confusion as to funding of 

both educational institutes and arts organisations led 

to a freezing of funding decision making. Allocation 

of arts spending or advertising money dried up in this

unstable environment.

In light of this, the employment of the administration 

assistant as authorised at the last AMC was reconsidered 

and the money reserved for NADIE operational funds. The 

publication sales figures in the financial report support this 

decision. 

• Sales have not been realised as expected, a situation

that is not limited to NADIE but is across the board in

many organisations. Fortunately the TADIE 

Conference furnished NADIE with a percentage of its 

substantial profit which rescued the financial crisis at 

. . . 

). - . -� -

the beginning of the year. Also the State capitation 

fees and the overseas and institutional subscriptions 

have increased as projected. 

• Technology: The move to electronic communication 

has been slower than I would have liked, but NADIE

has had to 'fit in' with three other arts organisations

and the decision making is never easy under these

conditions! We are now able to access the equipment

and programmes, and have an email address. There

have been some serious difficulties with the new

equipment which we first attributed to the usual

'glitches' of new installation, but continued to

become a serious frustration. However, as of last

week I am pleased to report that the entire difficulty

has been traced to a corrupted telephone line which 

had apparently been damaged for months. A new line 

is to be generated into the building.

Recommendations for 1998 

• Finances: this is the first year that NADIE has had

access to two full years of financial computer data.

From this information I have been able to provide

some charts for you to get a sense of the problems

surrounding the administration - the most urgent

being the juxtapositioning of capitation income with

publication expenses. I recommend a correlation of

the operational and audited year. This means that, at

any given AMC, the incoming committee will be

operating under 6 months of the previous budget

approval and be approving finances for a full year 

ahead. The tabled increased auditing expenses also

suggest a motion to move towards a change

of auditor. 

• Marketing: there is an urgent need for a marketing

strategy both for the for the existing paper

publications and for future electronic sales. 

This might include a responsibility for all State 

organisations to promote the NADIE publications
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within their own institutions. I therefore request an 

indication from the executive to develop a strong 

liaison between the Administrator and the Director of 

Publications to develop a NAOIE Marketing Strategy 

for 1999. 

• Technology: there is an equally urgent need to

manage the technology effectively and develop a 

strategy for on-line distribution. I therefore request

approval from the executive to develop a strong

liaison between the Administrator and the Technology

Officer to manage the new technology on behalf of

NAOIE and create effective distribution outlets

on line. 

Sue Benner 

NADIE THEATRE 

INDUSTRY PROJECT 

OFFICER 

As you know, I was nominated and appointed to the 

position of NADIE Theatre Industry Project Officer this 

time last year when the NAOIE Conference was held in 

Tasmania. Upon receiving the news, my first question was, 

" ... so what does a Theatre Industry Project Officer do?" 

The answer to that question, as I'm sure Richard (my 

immediate predecessor) will verify, was not exactly clear, 

specific nor, indeed, set down in the form of a brief or job 

description. As I understand it, the position was created by 

Rob Galbraith and, subsequently, taken on by Richard 

Sallis and then myself. In each case, the job seems to have 

been defined by the incumbent with reference to the tasks 

they have set themselves, rather than setting tasks in 

relation to the demands of the position. The nature of this 

report, then, is twofold. 

Firstly, it is to provide an overview of what tasks I have set, 

and to what extent they have been achieved. Secondly, it 

is to propose a job description for the role, and to 

recommend that NADIE take up that role as an ongoing 

position. 

PROGRESS REPORT 

After being appointed to the position this time last year, I 

met with Richard Sallis to discuss the role, and to outline 

the tasks to be achieved. In essence, there were two tasks 

we outlined. The first was to more clearly define the role 

by creating a job description that encompassed the roles 

and responsibilities of the Theatre Industry Project Officer. 

The second was to identify and record a 'snapshot' of the 

State based Theatre Industry Liaison Officers and the ways 

in which their networks Operate, with reference to the 

relationship between schools and performances, guest 

speakers, artists in residence, theatre visits, work 

experience and theatre company education officers. The 

result of the first task is included in this report, and forms 

the main part of a recommendation to more clearly define 

the position's role and to move its status from 'project' to 

'ongoing' officer. 

The second task was interrupted by my involvement in the 

development of EQUATION for the YOUNG ideas Project 

as part of IDEA'98. Following a meeting with Mshai 

Mwangola in January of this year, and the subsequent 

formation of a steering committee to devise, develop and 

oversee the EQUATION project, my main focus has shifted 

to this area, which has occupied my activities throughout 

the year. At present, this will continue through to the end 

of this year when the future of the EQUATION project is 

determined. Consequently, the 'network' aspect of this 

year's project will be shifted onto the agenda for 1998. 

:' • 
58 

- -· - • -
A D E M 

',. - ----�-

"• - " . " 

'.:. _ .. - RESOURCE

INTRODUCTORY ACTIVITY ONE -

STILL IMAGE AND TAPPING IN. 

Before reading the book, participants were given two 

phrases from the text; 'Leaving Home,' and 'Coming 

Home.' In small groups they brainstormed their reactions, 

and then presented still images of their group response, 

followed by 'tapping in' to their internal thoughts. One 

group chose as everyday leaving home with mother 

farewelling in exasperation, the various family members in 

different states of unreadiness. The 'family' included the 

dog. When we tapped into their thoughts, the dog 

(encouraged to speak English!) expressed a longing for the 

return of the family. This proved a good springboard into 

connecting with the emotion in Keillor's book. 

The second group presented two images of coming home 

- one involved a humorous attempt to sneak home after 

curfew, and the other was a complex of emotions as each 

member reacted differently in a return after a long 

absence. This group had picked up elements of the 

'prodigal son' parable which were also elements explored 

in the text. This was then useful in processing the end of 

the story. 

These activities were followed by a discussion of the still 

images and their associations. We distributed and closely 

examined the picture in the text where the cat (Puff) leaves 

home. We explored its 'film noir' style and the threat in the 

distorted shapes and shadows. Thus focused, the class was 

read the book up to the time the cat leaves home. The text 

explores the misunderstandings and selfishness that 

caused the leaving. 

. •,:,. . ,., .,., 

ACTIVITY TWO - CONSCIENCE ALLEY 

The group formed two parallel lines. One participant, 

representing the cat, walked the line, meeting the eye of 

each person. As she did so, each of the other participants 

picked up and extended ideas in the text and in the earlier 

still images. Then the group was asked to predict what 

would happen to the cat. They alternately predicted loss 

and sorrow or great adventures. Of course, both happens 

in the text: Puff becomes a film star, changing her name 

and leading a profligate life. We read the book up to the 

nadir of her life: the cat sinks in her boat and disappears 

watched by her 'hangers on.' 

ACTIVITY THREE - PANEL HOT SEATING 

The participants were referred to the text's description of 

'people on the promenade,' when the boat sank, and were 

asked to suggest who was present. They decided upon: the 

person in charge of the team of rescue divers, the manager 

of the cat, and a fan. Three volunteered to be hotseated. 

The larger group was enrolled as reporters interviewing 

these people. The result was a group reflection on the life 

of the 'film star' cat, drawing upon knowledge such as 

newspaper or television stories the group had read of such 

people. 

Teachers involved in this project were warned of the 

likelihood that this stimulus could give rise to comparisons 

with the Dodi-Diana story, an emotional event for most 

primary children. It is important to know your class, and to 

avoid arousing reactions that may interfere with the 

processing of the text. On the other hand, it may be useful 

to have an aesthetic frame to allow a safe space for 

processing the children's strong emotions about the event. 
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USING DRAMA TO 

PROMOTE CRITICAL 

LITERACY IN THE 

PRIMARY CLASSROOM 

Jennifer Simons and Dr. Robyn Ewing, University of Sydney 

This unit was first presented at a PETA professional 

development course in Brisbane on 19 September 1998. 

The book used was Cat, You Better Come Home by 

Garrison Keillor, with paintings by Steve Johnson and Lou 

Fancher (Faber & Faber 1995) ISBN O 571 17603 8. 

RATIONALE 

To be truly literate, students need to be able to relate the 

themes, settings, plot and characters in the books they 

read to the contexts of their own social and I iterary 

experiences. Drama techniques are very useful for 

teachers to use in the development of critical literacy. 

When working with a picture book, the children's visual 

literacy (exercised in everyday life, especially watching 

television) can help most students to make strong 

connections between the world of the book and their own 

lived experiences. 

Pictures in a picture book have different purposes: to 

reinforce the emotional response that an author's words 

can seek to evoke; to extend an idea simply mentioned in 

the written text; to comment upon or contradict the 

message of the words. Pictures can encourage readers to 

play with the ideas in the text, pushing their imaginations 

beyond a literal interpretation of the words, and 

encouraging them to hold several responses in the mind at 

the same time. When an illustrator joins with an author to 

elicit an affective response, they create a rich resource for 

dramatic exploration. 

PLANNING A UNIT ON A PICTURE BOOK 

Before working with a picture book, it is important to 

consider the style of pictures used and why the illustrator 

uses that style. Some pictures are primarily clenotative, 

delineating the main point of the written text. Other 

pictures exaggerate aspects of what the text describes, 

encouraging connotative reactions, playing with 

associations and al I us ions. Often the pictures are 

clelibe.rately ambiguous, encouraging students to use their 

individual experiences to complete the meaning. The work 

featured here is aimed at a primary class but could be 

easily and effectively adapted for secondary. 

Before planning a unit of work on a picture book you need 

to ask: 

1.How do the words constrain reaction to the pictures?

2.Do some pictures have no accompanying text. Why?

3.What recurring motifs are there, especially seen

repeated in colour or shape?

4.What 'pictorials' emerge where what is illustrated is

partially understood as something else?

5.What social values are being promoted? 

Your responses to these questions will guide your 

interpretation of the book. Your choice of drama 

techniques can then focus on the main themes and 

symbols and you can promote critical literacy, exploring 

with your class beyond the surface of the text. 

PLANNED OUTCOMES 

At the encl of this unit the students should have: 

•Used enactment techniques to present and reflect

upon their ideas.
•Worked co-operatively to express opinions about 

aspects of 'home'.

•Explored some attitudes about celebrities.

•Linked their own lived experiences with the

characters in the book.

-� --
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Recommendations: 

The result of one of the 1997 tasks has been the 

development of the following job description, which is 

presented with the following recommendations: 

7.That the Theatre Industry Project Officer become an

ongoing NADIE position.

2.That as an ongoing position, the word project

dropped from the title, retitling the role as the Theatre

Industry Officer.

3.That the following job description be adopted for the

Theatre Industry Officer.

NADIE THEATRE INDUSTRY OFFICER 

PURPOSE 

The purpose of the Theatre Industry Officer is to: 

•support and promote opportunities for cooperation, 

collaboration and the exchange of ideas between the

drama education sector and Professional Theatre.

DUTIES 

The Theatre Industry Officer will achieve this purpose by: 

•Becoming familiar with and supporting the State

based Theatre Industry Liaison Officers, and the 

networks and mechanisms which connect each 

Education system (pre-school, primary, secondary and 

tertiary) to the Professional Theatre Industry 

•Advising, where necessary, on Theatre Industry issues 

of relevance to NADIE and 10 Drama Education in 

general. 

•Representing, where necessary, the interests of NADIE

and Drama Education in general to the professional 

Theatre Industry.

•Generating, devising and managing occasional 

Special Projects that assist in the fulfilment of the 

position's purpose. 

---� -~ ---� 
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•Attending meetings of NADIE or of State based 

Drama 

• Regularly reporting to NADIE on general activities 

and the progress of any Special Projects. 

•Regularly contributing to the NADIE Newsletter, and

to other National and State based Drama Education 

publications, as appropriate.

•Attending where possible and contributing to

seminars, conferences and other gatherings arranged

by NADIE or other Drama Education organisations.

BUDGET 

The Theatre Industry Officer is an honorary position, and 

provides no fee or stipend. There is no regular allowance 

provided for this position, however occasional 

applications for administrative or 'out-of-pocket' costs may 

be made to NADIE in relation to Special Projects or 

specific circumstances. 

QUALITIES 

The Theatre Industry Officer should have a background or 

experience in teaching and education, as well as current 

professional experience in the Theatre Industry. Well 

developed skills in communication and management 

would be an advantage, and a knowledge of and interest 

in current issues in education and the arts would be 

expected. Upon appointment, the Theatre Industry Officer 

must become a member of NADIE. 

APPOINTMENT 

The Theatre Industry Officer can be nominated by any 

member of NADIE, and is appointed by the NADIE 

Executive each year at the AMC. 

Equation 

In response to an invitation from Dr Opiyo Mumma, 

IDEA'98 Congress Director, to bring a performance by 

young Australians to Kenya, NADIE delegated the task of 

developing a project to Drama Victoria which, in turn, 
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established a steering committee chaired by Chris 

Thompson (THEATRE INDUSTRY PROJECT OFFICER) and 

including Richard Sallis (NADIE), Mark Bailey (Drama 

Victoria), Kate Donelan (IDEA) and Mshai Mwongola 

(Youngldeas Representative from Kenya). 

The result of this committee's early work was the 

formulation of a 'project concept': EQUATION (The Act 

Of Making Things Equal). 

Using the congress title, 'Linking at the Equator' as a 

starting point, the project is being developed to explore 

themes of social and cultural exchange and 

understanding, leading to the creation of a new work 

entitled EQuATion (The Act Of Making Things Equal). The 

specific nature and content of the project will be 

developed in consultation with young people in Albury

Wodonga, and from around the country. 

The piece will be grounded in strong movement and music 

forms with text used in an aesthetic rather than narrative 

way. Themes of identity and culture will be strongly 

represented in the work, with an intention of presenting a 

many cultured face to our international audience. The 

performance itself will be an expression of young voices 

celebrating the diversity of cultures that exist within our 

Nation. It will be a timely message for us to explore and to 

carry onto a world stage. 

The project model requires input from young people 

around the country through network of State based Youth 

Arts and Education organisations. This involvement will 

allow young people around Australia to participate in the 

development of the central idea, and to contribute to the 

projects ongoing development. Hopefully, this network 

will also identify a potential performer from each State 

who will be slotted into the final piece prior to its 

departure for Kenya. If this can be achieved, EQUATION 

will provide a rare opportunity for a very diverse range of 

young Australians to join together in a performance that 

will reflect and represent their country to the world. 

In addition to the involvement of IDEA, NADIE and Drama 

Victoria, the project will also benefit from the input of 

HotHouse Theatre, the local regional theatre company 

(formerly the Murray River Performing Group) which will 

provide an ideal community and cultural partnership for 

the project. HotHouse Theatre will act as a local focus for 

EQUATION, providing an administrative base as well as 

valuable human and physical resources to the project 

when it commences work early in 1998. 

EQUATION will be a major focus for the YOUNGideas 

Programme of the IDEA'98 Congress. Prior to its 

performance in Kenya, the project will conduct a series of 

workshops and 'open' rehearsals for local young people 

and educators, and for Congress delegates. Following its 

performance, the Project Director and selection of the 

young participants, will present a Congress paper 

examining the process involved in the project. 

There is also a hope that the project will not end with its 

presentation in Kenya. The plan, at present, is for 

EQUATION to return to Australia via Japan, in order to 

work with Japanese young people, and Young People's 

Drama Company, 'Black Mantle.' Of course, all this will 

require substantial funding support to take it from the stage 

of documents and committee meetings to a stage in front 

of an international audience. Whilst Drama Victoria has 

provided some generous support for the early 

organisational process, we were disappointed that our 

application to the Queens Trust was unsuccessful. 

Nevertheless, the hunt for funding goes on. 

Setting the project in Albury-Wodonga, provides a rare 

opportunity to work with young people from schools in 

two states, and to reflect the experiences of young 

Australians in a rural, bordertown context. However, the 

intention is not to limit involvement to this one location. 

During August, Chris Thompson and Mshai Mwangola had 

a very positive meeting with Education Victoria to 
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Single Voice is a collection of individual performance 

pieces suitable for a variety of purposes. It came 

into being when members of South Australian 

Writers' Theatre discovered that there was a dearth 

of good single performance pieces with a strong 

dramatic range. A competition was held and this 

collection published by the Australian Association 

for the Teaching of English is the result. 

The pieces were originally planned for Year 12 

drama performances but they are also suitable 

for auditioning outside of the school scene; for 

tertiary drama students, for professional auditions, 

for amateur theatre auditions and for public 

performance. Used in the classroom, they will 

serve as a catalyst for oral language and creative 

writing activities. 
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AATE, P.O. Box 3203, NORWOOD, S.A. 5067 P hone: (08) 8332 2845 Fax: (08) 8333 0394 
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Please send me ......... .. . .. .............. (copies) of Single Voice 

($1 2 each plus $2 postage; $10 each for 10 or more) 

My cheque made payable to AATE is for $ 

Charge my credit card (Master Card/Bankcard/Visa) No 

ExpiryOate: . . . . . . . . . . . . . . . . . . . . . . . . . . . Signature: 
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discuss the project and its potential for attracting State 

funding. This led to a subsequent meeting in September 

where discussions began to focus more closely on the 

hows and whys of funding the project, with slow but 

!<,, _..,," ' • -4. - - - - - -

QADIE PRESIDENT'S 

REPORT 

Membership for QADIE currently stands at 429 members. 

perceptible progress towards confirming Education Ellen Appleby continues to be our Administrator and has 

Victoria's interest in funding the project, and identifying been responsible for all desktop publishing of newsletters, 

just how much funding that might be. journals, membership administration and account 

keeping. 

Less encouraging was an equivalent meeting with the 

NSW Ministry of Education's Performing Arts Unit which, Professional Development 

whilst keen to see the project happen, did not express 

anywhere near the same enthusiasm for getting involved in Convened by Sharon Evers, QADIE held its State 

a financial way. Clearly, the project would be much more Conference - 'Dramatic Aeffects' , over the weekend of 

attractive if it were a large youth orchestra heading off to 

compete in an overseas competition, or if it was to happen 

in the immediate lead up to the Olympics. 

So, at the beginning of October, the project's best funding 

opportunity seems to be with Education Victoria. If that 

opportunity can be confirmed and quantified by the end of 

the month, it will establish a foundation upon which other 

funding and sponsorship can be built. The hope here, is to 

attract enough support from Education Victoria to give us 

the confidence to say that, in one form or another, the 

project will go ahead. Any additional funding or support 

would then impact more on the scale of the project, rather 

than on its viability. Come what may, the Steering 

Committee has agreed that by December, we must be able 

to confirm that the project is on or off and, if it is 

happening, be in a position to clearly define its details so 

that the real work can begin 

Chris Thompson 

- - - -

March 22-23, 1997. The venue for the conference was 

Brisbane Girls' Grammar School. Well over 200 

participants throughout the state attended, and 

participated in a wide range of workshops conducted by 

educators and arts workers. Danielle Cooper (Australia 

Council) and Judith Mclean (QUT, Academy of the Arts) 

were keynotes speakers for the conference. 

The Queensland Performing Arts Trust (Education Program) 

has once again worked closely with QADIE. Primary 

drama workshops have been offered by the Trust , and 

presented by QADIE members. QADIE and QPAT will 

offer drama workshops in the Sunshine Coast region and 

in Toowoomba early next year. Jo Wise and myself were 

involved in the reference committee for QPAT'S STAGE X 

festival. This festival involved a range of arts activities for 

12-25 year olds. In October, QADIE will be offering a

work of swapping afternoon. The aim of the afternoon is to 

share work units, and a range of activities. This will be held 

at St. Peter's Lutheran College. 

Journals 

Two journals have been produced in the past year. The first 

was a collection of workshops from SWAPSHOP '96 and 

the second was 'The Best of QADIE Says' (21 st Birthday 

Celebration). 
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Special Projects 

Special projects have consisted of co-ordinating the 

technology survey, plus plans for technology inservice 

throughout 1998. 

Newsletter 

This has again been a strength of QADIE's service to its 

members. Approximately four copies are delivered 

throughout the year. These newsletters contain interviews, 

reviews, work samples, plus a range of information about 

arts events. 

Regions 

Regional strength probably hasn't been as strong as it has 

been in the past. Many members responsible for branch 

activities have either been transferred or have stepped 

down after a long period of time. QADIE looks to improve 

this during 1998. 

Tertiary Links 

During the past year QADIE has endeavoured to build 

closer links with tertiary institutions. As a result, QADIE 

now has a healthy membership of tertiary students. QADIE 

has also offered support to a mentoring program 

established by Judith McLean (QUT, Academy of the Arts). 

This program has involved teachers and Graduate 

Diploma of Education students. 

Craig Timms 

TADIE Report 

The current executive has approached the new year with 

energy and enthusiasm. Apart from the two general 

members who are new additions to the executive, the 

others had all assisted and were involved in planning the 

1996 NADIE Conference. The experience gained from our 

involvement in this has certainly contributed to the range 

of tasks we have undertaken this year. We have raised our 

membership through a committed approach and through 

the range of PD sessions that we have conducted. We are 

quite proud of our current membership. 

The State Conference held in April in Launceston certainly 

offered a range of workshops and forum sessions for 

participants. Tiina Moore, our Keynote speaker, was well 

received and her workshops on Pretext were well 

attended. We thank Tiina most sincerely for her 

contribution to the Conference. Annette Downs, director 

for Terrapin Puppet Theatre, also conducted a workshop 

and participants were eager to gauge some creative and 

practical ideas from her. 

We have spent a lot of time centralising our operations. 

ensuring that we no longer rely on the goodwill of schools 

and institutions. To this end, we have a TADIE post office 

box located in Launceston. All material is sent to this 

location and distributed accordingly. For your records it is: 

TADIE, PO Box 968, Launceston, Tasmania, 7250. We 

have also rewritten the constitution which was quite out of 

date. What we have now is more in line with our mode of 

operating!! 

We are keen to service the needs of our teachers and have 

conducted two surveys. The first was to secondary 

teachers to get some feedback on the kind of professional 

development they would like. The second survey was sent 

to a random selection of primary school principals to 

gauge how they would like PD to be offered in their 

schools. We are also using the State of the Arts Survey 

(1996) to help give us some ideas. Given the feedback, 

and the large number of untrained drama teachers 

teaching the subject, we are considering establishing a 

TADIE Consultative Service and employ' people to run 

workshops and PD sessions on a school basis. 
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drama there is a tacit understanding of the web of 

individual experiences that have been drawn together 

within this shared drama event. 

THE RESOLUTION: DRAMA WITHIN 

THE DRAMA 

The drama takes energetic physical form on the side of the 

hill. The ideas flow as participants talk over each other, 

laughing, nodding, shaping each other into position. They 

seem oblivious to the increasing stream of people 

wandering through the space, [have other sessions 

finished?] of the pulsating drums, of echoing 

announcements over the PA system, of the little girls now 

in close proximity in the crook of the thorn tree. 

There is a pause, a focusing of energies before the final 

stage of the workshop begins: presentations to each other 

that will lead into a whole group extended improvisation. 

Martin's group above us on the hill begins, forming a 

stylised series of connected images: a community of 

people who journey and arrive in an unknown place, 

people who wonder, question, speculate about a new and 

unexplored world. They take up still positions, gazing 

down the hill as if confronted by the possibilities and 

strangeness of the landscape. The second group positioned 

lower down the hill are insiders - occupants of this new 

world. They approach as a close-knit community 

withholding trust, signalling suspicion, giving little away. 

There is a tense interchange, a debate about the rights of 

access to this.place and a probing of the outsiders' motives 

for the journey. The two groups are now physically 

separated by the boundary of the little tree; within its 

crook little girls in ragged dresses and bare feet silently 

watch, turning their heads up and down the hill to follow 

the flow of action and dialogue. 

At the centre of the drama, within the insider group, a 

teenage boy speaks with authority and power: 'We'll only 

let you in if you follow our regulations - the rules of our 

state.' The urgency of the discussion and negotiations 

increases and the two groups move physically closer. From 

the outsider group a male voice speaks out passionately. 'It 

is a terrible thing that the Kenyan education system will 

not allow drama to be included. You people must help us 

change that!' It is the voice of a newcomer, a man who 

- -

has joined the workshop within the last few minutes. The 

participants retain their focus and respond to his 

comments from within the logic of the dramatic situation. 

There are two dramas running simultaneously and I seem 

to be the only one concerned enough to take action. The 

impetus of the drama carries things forward. I quietly 

intervene to lead the man to one side, suggesting that he 

communicate with one of the people who has been 

watching the workshop for a while; he settles next to an 

international delegate and continues his solo tirade. His 

departure marks a symbolic moment of resolution within 

the main drama; something has to be given up in order to 

move on. The two communities strike a deal; the outsiders 

will be admitted - under certain conditions. 

The workshop participants have engaged with the pretext 

we have brought from Australia and have built a new 

performance text together. In this outside workshop space 

on the side of the hill two communities have explored a 

symbolic journey, have clashed, have compromised and 

have agreed to cross the boundary that separates them. 

This drama has an uneasy conclusion but the difficulties of 

co-existence will have to be explored in another drama in 

another place at another time. 

Eighteen participants from eight different countries walk 

companionably together to find a quiet room to reflect on 

the drama they have shared on this hot and steamy Kisumu 

afternoon. 

REFERENCES 

Van Allsburg, Chris. (1984). 'The Mysteries of Harris.' 

Burdick Boston: Houghton Mifflin Company. 
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Leaving bottled water, notes and bags under the tree 

Martin invites people into the gallery space he had 

established along the wall. Even the young Kenyan man 

who has been given the task by the Congress organisers of 

being our scribe leaves his note-taking and becomes an 

active participant in the drama. Martin outlines two tasks 

requiring people to interact with the imaginary worlds 

evoked by the images. They select an image and construct 

group tableaux with spoken captions to indicate what 

might have happened before the picture. Numbers swell 

as two tableaux are performed to the audience seated on 

the terraced hillside; people begin to compare the 

dramatised work with the pictures on the wall. After some 

negotiation and encouragement the school girls do their 

story interpretation as well, in three images. Two teenage 

boys, attracted by the crowds outside the College, join us 

on the grass and stay with us throughout the session. 

The discussion now focuses on the illustration: 'Another 

Place, Another Time': four people [children? dummies?) on 

a cart with a sail on a railway track leading across a misty 

sea into an unknown horizon. Where are they going? 

What is their mission? What awaits them in the other 

distant place? The drumming intensifies making talk 

difficult. People lean together, straining forward to hear 

what is begin suggested. The participants divide into two 

groups to develop the drama separately: Martin's group 

consider what has happened to lead up to this situation in 

the illustration and Tiina's group focus on what may 

happen after this depicted moment. 

The noise of the performance washes over us in huge 

waves of sound; there are lulls and then the drumming 

builds again. In our space under the tree there are shifting 

focal points as the audience in the hall spills out of the 

doors and down the hill towards us in a repeated but 

irregular rhythm. Congress delegates check out our session 

for a few minutes, chat to us about things on their mind 

and then, generally, move on. Groups of street children 

gather, softly asking for sweets or change. An earnest 

school boy holding out a battered page for a signature, 

asks for sponsorship for his primary school. The sellers of 

hand-crafts and food stall owners have their designated 

areas but opportunists come by to take 

orders for soda or pineapple or chapattis or Congress 

artefacts. 

OUTSIDE EVES 

An ethnographer aims to see the world through the eyes of 

those she is studying and to access and represent the 

meanings of events as they are understood by those 

involved. 

[from notes for workshop participants] 

Two volunteers - Bren, an Australian teacher and 

Odhiambo, a Kenyan academic - offer to adopt the 

perspective of ethnographers and to work with me to 

document the rest of the session. As participant observers 

our task is to record what we see, what we hear and what 

we understand. Our aim is to describe and interpret the 

drama experiences of the participants and to feed back our 

observations to the group at the end of the workshop. In 

order to access a range of perspectives on the drama 

Odhiambo stays close to Tiina' s group, I concentrate on 

Martin's group and Bren shifts her focus across all 

participants. 

The increasing noise level from the hall influences the 

content and form of our data. Bren's field notes consist of 

drawings and diagrams illustrating the shifting use of the 

space and interspersed with short fragments of the talk that 

occurs at moments of intensity. Odhiambo and I are 

constrained by the difficulty of hearing the discussions and 

by the frequent interruptions we experience. We focus on 

the distinctive way each group transforms ideas from talk 

to dramatic action. I record my group's creation of a 

private space - a closed circle with heads nearly touching. 

Later when the two groups come together to share the 

drama they have developed and to interact within a 

common fictional frame the three of us produce a more 

coherent and sequential account of the drama that takes 

place. Our notes overlap then diverge and throw up a 

range of other possible interpretations. After the drama 

finishes the participants respond to our observations about 

key features of the drama. From their own perspectives 

they confirm that each of the three accounts has some 

validity. The field notes provide a reference point as we 

build a collective understanding of the layers of meaning 

within the important moments that have been identified. 

As each person tells their own story of the 
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Bruce Burton came to Tasmania in July on behalf of TADIE, 

and he ran four sessions - two in the south and two in the 

north on 'Making Drama and Creating Drama' . These 

sessions were excellent and all participants appreciated 

the content presented in the workshops. 

TASSAB is in the process of reviewing all 9-1 2 syllabuses 

and TADIE has commenced the review of the drama 

syllabuses. Several meetings were held around the state to 

discuss the strengths and weaknesses of the courses and 

what changes we would like to see. The leaders for each 

meeting met in Launceston and found that similar ideas 

had been expressed in each region. We collated the info 

and sent a copy to TASSAB. They received our information 

willingly and have invited TADIE to continue to be 

involved in this process. TADIE will offer money to schools 

to allow teachers to be released to assist with rewriting 

aspects of the course. 

TADIE has published the third volume of 'Units of Work 

for Secondary Drama Teachers', written by fourth year 

B.Ed students from the University of Tasmania, Launceston

Campus. We have also planned voice workshops with 

Lorraine Merritt, a lecturer at the University of Tasmania, 

for November this year. We have established a Bursary 

Award for a Fourth Year Drama Education student to 

acknowledge excellence in drama education. This will be 

presented.for the first time this year. 

DRAMA VICTORIA 

Over the last year, Drama Victoria has been working hard 

on professional development, special projects and 

publications. Support for the state conference was 

impressive in 1996 with approximately 230 participants 

attending the conference, entitled: 'To Be or not To Be: 

Reshaping the Narrative for the 21 st Century'. We were 

privileged to welcome Paul Bunyan, a British drama 

educator as keynote speaker and workshop leader. Paul 

-- . 
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went a long way to demystifying the links between drama 

and technology and his publication, 'The Patchwork Quilt' 

which was sold through our office has since sold out 

throughout the state. 

Mark Bailey completed the technology survey, which will 

form a part of a broader national profile and he oversaw 

the launch of Drama Victoria's website page which 

continues to be regularly updated. At the time of writing, 

we are equally busy preparing for the 1997 state 

conference, called 'Partnerships - Linking drama and 

theatre education with the arts and industry'. 

The loss of our DEET funding has had implications for our 

professional development program and our ability to pay 

participating workshop leaders. Fortunately, we have 

managed to maintain the number and the quality of 

teacher and student workshops as well as a country 

workshop for primary and secondary teachers. Our two 

teacher workshop days were offered this year under the 

umbrella heading of 'Earth, Air, Fire & Water'. 0r;im;i 

theory, practice and their relationship to the CSF were 

tackled within the contexts of the earth's elements. 

The VCE student days continue to increase in popularity 

with over 500 participants attending the two workshop 

days as our committees respond to the needs and the 

suggestions of student and teacher participants. The Solo 

Performance and Ensemble kits, devised and assembled by 

Belinda Peterson, have been selling out and going into 

second printings. A bonus this year was to view both 

Primary and Secondary drama work featured in the Dept. 

of Education's video series, Arts Matters. 

This was a greatly appreciated outlet for drama advocacy. 

Mask magazine continues to publish four editions per 

year, this year under the capable editorship of Prue Wales 

and her staff. The bolder cleaner look makes for a highly 

professional finished product. While our membership is 

down from 1996, this is most certainly due to the loss of 
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non-financial members. Many thanks to Richard Sallis for 

setting up a Special Projects procedure and pro-forma at 

the state level which in many ways parallels the national 

special projects initiatives. 

In 1997, three projects were approved by Drama Victoria: 

1. A publication based on Australasian drama forms

2. Financial support toward the publication of the

existing primary, pretext project already in progress 

through Nadie. 

3. Approval of seeding funding for Young Ideas 

(for IDEA '98). 

We are finishing the year with a 'full steam ahead' 

approach to fund-raising for Solidarity (IDEA) and to assist 

our own drama educators with expenses. The support 

which the committee gave a motion to offer to set up and 

run a website for the IDEA Congress, was indeed 

impressive. 

Tiina Moore (Nadie Liaison Officer) 

NTADIE 

In reflecting on NTADIE' s activities over the past year, the 

highlights are those where we have collaborated 

successfully with other agencies and associations. NTADIE 

has taken definite action in working towards the gathering 

of strengths within the NT to advocate for effective arts 

education. The first official 1997 NT Arts Forum, organised 

by NTADIE and comprised of Top End arts education 

professional associations, schools, artists and arts 

organisations, was held in February, regular meetings are 

held and hosted by the different associations each term. 

The Forum is a platform for identification of issues and 

cross arts collaborative action. Concerns over the lack of 

support for interdepartmental (Arts and Education) activity 

and long term support for arts education are now being 

addressed through an investigative group made up of 

Forum members. The Forum will also be organising an Arts 

Mart in October to allow for local artists, arts companies 

and schools to negotiate student focussed performances 

and exhibitions for the coming year. 

Professional development has focussed on cross 

association and art form possibilities evidenced in the 

Crossing Points 1997 program, a collaborative effort by 

NTADIE and Ausdance NT. The program is comprised of 

two weekend inservices with the common themes of 

cross-association, cross-discipline and cross-cultural 

workshops, presentations and forums. The first inservice, 

'Crossing Points I,' held in May concentrated on local 

issues and presenters, the second, to be held in September, 

will have a wider national and international focus with 

guest presenters Ludus UK, Dance in Education Company, 

who will be involved in Ausdance's Australian Youth 

Dance Festival to be held in Darwin immediately 

following 'Crossing Points II'. 

Planning for our hosting of the 1999 NADIE conference in 

Darwin is well under way, strong support from the NT 

Department of Education has been noted already through 

members receiving funding to present our NT premise at 

the 1997 NADIE AMC and attend DRAMAXIS. 1999 will 

be flavoured by the natural elements of the NT and its 

environs, from the desert to the sea and beyond. The core 

planning group are keen to keep a very strong NT focus for 

1999 as input to a national level from our members has 

been limited in the past and this is a clear opportunity for 

the NT to provide a focus. 

It is our intention to direct professional development over 

the time leading up to 1999 towards this event. In 1996 we 

successfully completed and acquitted the 'Culturally 

Appropriate Teaching Methodologies in Drama' Project, 

which provided the opportunity for teachers to work with 
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ethnographic methods· we use to document the work of 

the teachers and students involved in the project. The 

journey from our drama teaching at Eltham College, 

Deepdene Primary School and Melbourne University to 

leading a workshop at the IDEA Congress in Kenya seems 

a natural progression and a chance for an exciting 

collaboration between us. 

As co-planners in Melbourne we speculate about the 

context and setting of our workshop in Kenya; we wonder 

about the place, the weather, the people. How can we 

shape a session that will work at this unique event, an 

international drama education congress in a developing 

world country - Africa, western Kenya, a town on Lake 

Victoria called Kisumu? Workshop participants will come 

from places with diverse cultural and educational 

traditions, with different languages and different 

understandings of drama and its role in education and 

development. Will our chosen pretext engage people from 

such diverse backgrounds? Will our workshop allow 

participants to build meaningful drama together and to 

reflect on the work from an ethnographic perspective? We 

plan a flexible three hour session, with content that is not 

dependent on technical equipment and an approach that 

can be adapted to most contingencies. We feel prepared -

'even if our workshop happens under a tree!'. 

CONTEXT TWO: UNDER THE TREE 

Each drama workshop is a unique encounter between 

participants in a particular time and place and within a 

specific cultural setting. 

[from notes for workshop participants] 

Fortunately there is an area of shade from the small thorn 

tree and eight assorted chairs are set up on the patchy 

grass. Martin gets out the folio-sized pictures that he and 

Tiina have brought in their luggage from Australia and 

attaches them to the terraced stone wall that runs from our 

little circle of chairs up the hill towards the main 

performance hall. He creates a kind of outdoor gallery of 

images profiling the work of Canadian writer and 

illustrator Chris van Allsburg. People gaze at the wall on 

their way past as they move towards the big crowds 

gathering in the hall; others linger on the fringe of the 

space we have claimed for our session. A group of 

secondary school girls in uniform move close to the wall 

and nudge each other, puzzling over a drawing and its 

evocative text: a child sleeps while lights enter the 

bedroom window: A tiny voice asked, 'Is he the one?The 

girls sit on the hillside in a tight group, arms entwined. The 

spokesperson takes my hand and strokes my arm: 'Can we 

tell our story about that picture?' I turn with her and look 

back towards the wall. A small bare-footed girl wearing a 

tattered dress, with a large cloth-wrapped bundle on her 

back is standing intently studying the same picture;_ she 

bends closer to the wall and a baby's head and shoulders 

roll out of her bundle awkwardly. She shrugs it back into 

place, her attention caught by the sounds of drumming 

from the band in the hall. An unscheduled performance 

has commenced and already there seems to be standing 

room only. 

WORKSHOP SPACE: PUBLIC SPACE 

A drama workshop like a theatrical performance is an 

ephemeral event. 

(from notes for workshop participants) 

We give out our prepared documents at the start of the 

workshop: an outline of the planned workshop structure, 

one image from the picture story text and additional 

material from each of us. From Tiina there is a summary of 

the characteristics of Pretext; I have outlined the features of 

ethnographic research and Martin has provided 73 

questions that his students generated about the central 

image titled 'Another Place - Another Time' that we will 

focus on in this workshop. These prepared resources seem 

a tangible way of binding together our core group of 

participants - drama teachers, community theatre actors 

and facilitators and theatre for development workers from 

New Zealand, Norway, Sweden, The Netherlands, the 

Carribean, Tanzania, Kenya and Australia. They have 

already been on a journey with us; from the initially 

designated workshop space in a cafeteria abuzz with 

customers, to a room with a glass partition next to a 

drumming workshop, to the main hall that is soon 

swamped with excited audience members from local 

communities who seem to know by osmosis what the 

Congress organisers do not know: that there is to be a very 

exciting, very noisy dance performance in the hall all 

afternoon. 
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ANOTHER PLACE, 
ANOTHER TIME 
LEADING A WORKSHOP AT 
IDEA '98, KENYA 

Kate Donelan, University of Melbourne 

IDEA '98 is a Congress that insisted on its place: locating 

it in Kisumu made it not just another anonymous 

international event. 

[Jaya Graves, Keynote speech on the final day of 3rd IDEA 

World Congress of Drama/Theatre and Education, Kisumu, 

Kenya]. 

Ethnographers study human events in the context in which 

they occur. 

[from notes for workshop participants at 'Another Place, 

Another Time' conducted by Tiina Moore, Martin Arnold 

and Kate Donelan on Tuesday afternoon 14 July at IDEA 

'98 Congress] 

CONTEXT ONE: THE ROAD TO TOM MBOYA 

LABOR COLLEGE 

The asphalt on the road to the Tom Mboya Labor College 

is buckled and pot-holed. Over-crowded buses and taxis 

with wrecked suspension weave their way across the road 

to avoid the deepest ruts. The frequent sight of passengers' 

arms cheerfully protruding from the windows, roof and 

doors of passing vehicles gives fresh meaning to the IDEA 

'98 Congress logo with its circle of outstretched 

celebratory hands. Joining other international delegates 

we trail along the dirt tracks at the side of the road, 

heading for the College, one of four Congress venues 

dotted in and around the township of Kisumu. We carry 

equipment for the day: bottled water, sun-hats, insect 

repellent and long-sleeved garments to cover exposed skin 

at dusk when the clouds of mosquitoes descend; valuables 

are safely tucked into pouches under our clothes. 

Today, Tuesday, there are cows meandering along the road 

in front of the College as a clapped out mini-bus with an 

asthmatic horn and a pale blue IDEA '98 Congress banner 

draped across its back roars past us. Trailing a cloud of dust 

that settles gently in our hair and eyes, the bus disgorges a 

large group of Kenyan young people; they shout 'jambo' 

to us, and link hands with hundreds of other participants 

milling around the entrance. As we arrive at the College, 

patches of sweat already marking the backs of our shirts, 

an old, old man playing a traditional three stringed 'nyatiti' 

with his toes begins his musical improvisations for the day. 

Vendors and beggars have already claimed their daily 

territory outside the College gates. I greet a stall owner 

who yesterday crafted me a mosquito out of water 

hyacinth - the plant that is choking Lake Victoria. Just 

inside the gates to the College a group of school children 

in uniform begin a celebratory chant: 'IDEA has come to 

Kenya!' 

PREPARING THE WORKSHOP 

Back in Australia our planning happens in Martin's 

primary school staff room after school hours. We know 

that the scope of our session is ambitious: to explore 'pre

text', drama structures and ethnographic research. The 

three of us have been involved in the Australian primary 

drama project in which classroom teachers from around 

Australia have planned and taught drama sessions using a 

common pretext: van Allsburg's 'The Mysteries of Harris 

Burdick.' Tiina is the coordinator of the project and one of 

the participating drama teachers, Martin is a Melbourne 

classroom teacher whose drama structure with his grade 5 

class will form the basis for our workshop in Kenya, and I 

am a co-researcher with Tiina in her grade six drama 

classroom and a guide for the 
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Aboriginal performer and playwright, Allyson Mills. This 

project was funded by the NT Joint Council of Professional 

Teaching Associations and we intend to submit for further 

funding to broaden the work already started in this area 

into remote NT Aboriginal contexts and even close Asian 

contexts. Members will attend the submission writing 

workshops provided by the Council prior to the 

submission deadline. 

The Drama and Dance Project, which sits within the 

NTDE's Curriculum Advisory Support Unit (CASU) and 

was proposed by NTADIE for 1996-97, is now nearing the 

end of its life. The project has supported teachers, primary 

and secondary, in their development and implementation 

of teaching programs in drama and dance through on-site 

support, central inservices and incountry professional 

development opportunities. As a result there is now a far 

greater network of teachers implementing drama and 

dance in schools. 

Although the project has a specific target aurliPnrP, thP 

project officer, Liz Pearse, has sought and maintained 

advocacy opportunities through networking, developing 

interdepartmental/agency professional development 

programs, membership on the Arts Subject Area 

committee and T-I0 curriculum writing officer to 

implement 'Performing Arts Across the Curriculum' has 

been proposed by NTADIE, we currently await the final 

outcome on the proposal. 

Growth in membership as well as our diverse 

representation of members from Darwin to Yulara, primary 

to secondary and teachers to performers has been 

maintained over the past twelve months. The executive 

now also includes members from the central Australian 

region and we are working on cultivating a centre 

network. With Mary Fox, president, now NADIE Vice 

President - Planning, our members feel more involved in 

national activities. Our newsletter 'Drama Ties' is 

struggling to maintain regular publication, with the interest 
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of new members it is hoped that it re-emerges with a new 

energetic output. The association newsletter exchange has 

been insightful and we thank all those that have sent 

newsletters on a regular basis. 

Liz Pearse, NLO 

ACT DRAMA 

ASSOCIATION 

In September 1996, ACTDA used its professional 

development for a novel and very worthwhile activity. 

Drama teachers asked local director Lyn Wallis to direct a 

short season of 'Neither Here Nor There' by Olwyn 

Wymark. We benefited from this experience by getting 

back in touch with the rehearsal and performance process 

as an actor but most of all the process was a very 

enjoyable one that brought members closer together. We 

intend repeating the process later this year with a less 

ambitious challenge - a reading of 'Cupid's Revenge' - a 

witty play written by one of the members. 

Other professional development in 1997 included an 

information evening about the Australian Archives' 

exhibition of Australian Theatre 1870-1955 called 'Scene 

Stealers' This was followed by a workshop on the serious 

side of Australian melodrama. ACT arts teachers will be 

'involved in a departmental initiative called 'Artstart' 

intended to raise the profile of teachers of the Arts. 

ACTDA' s foci for 1997: 

• Continuing with the Project on the working

conditions for drama teaching. 

• Liaising nationally through NADIE to pursue other

States' use of the ACT survey into our working 

conditions [already conducted by ACTDA).
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• Liaising with teacher unions to improve our working

conditions, starting with the AEU by setting up a

subcommittee for Arts teachers, looking at relevant

OH&S issues. The first issue is drama teaching

conditions in ACT schools.

• Contact the Principals' groups to heighten awareness

of these issues.

Bren Weatherstone 

EDA PRESIDENT'S 

REPORT 

It is with mixed feelings of regret and relief that I write this 

1996-7 report as President of the Association as I have 

decided not to restand for the position. I have been 

President of the EDA for three years and Vice-President 

and Membership Secretary before that. EDA has formed a 

large part of my life for several years and I think it is time 

for change both for myself personally to find time for other 

things and to allow newer and fresher input into the 

running of the Association. 

The Chinese have a wonderful curse: "May you live in 

interesting times". Well, these certainly been extremely 

"interesting times" for the EDA and for Drama in NSW. In 

1994 the Association faced a financial crisis that 

threatened its viability. It was an "interesting time" to 

accept nomination for president of the Association. The 

treasurer's reports of the past three years give members 

account of the ways in which the financial footing of the 

Association has been restabilised and I have to thank both 

the treasurers and administrative officers who have served 

the Committee during these years in making this possible. 

Every member of the Committee has helped with the 

process and we now have a financially viable professional 

association with an efficient administration and 

considerable vigour in its activities and which speaks with 

a strong advocacy voice for the drama teachers of this 

state. 

In particular I would like to thank Steven Wimmer and 

Mark Hopkins for their contribution as treasurers of the 

Association. A very special debt is owed by me, by the 

Committee and the Association as a whole to Owen 

Michaels-Hardy for his efficiency, endless commitment 

and dedication to the daily operation of the Association. 

Without his special qualities I think the weight of the 

Chinese curse would have made the Association and its 

president sink beneath the burden of events. He has been 

a friend and support and I will miss working with him. 

The Association in the past year repeated its 1995 State 

Conference success with 'Treasure: the Wealth of Drama' 

in May at Stewart House. We chose this title with the 

consciousness that drama's value in the curriculum had 

once again been questioned. Media reports had named 

drama as a one of the subjects identified as a "soft option" 

by the McGaw Review. Not all subjects have survived in 

the wake of this review and EDA can be justly proud of the 

swift actions it took to launch a special advocacy plan for 

the subject. 

Each member will have received a copy of the detailed 

response sent by the EDA Committee to the McGaw 

Review. At the state conference speakers included Mr J. 

Cook, from the Board of Studies, Dr Jim McMorrow from 

the HSC Review Secretarial Mr. Stephen O' Dougherty, 

Shadow Minister for Education, and drama teachers were 

able to voice their concerns about the status of the subject 

and its value to students. Over 1 50 teachers attended the 

Conference. I would like to thank all those associated with 

the organisation and running of the conference, especially 

the tireless committee members who worked before, 

during and after the event to make it a resounding success. 

In the worst of times we have also been able to deliver 

some of the best. This has been an interesting workshops 

program year of great variety organised by David Van 

Vuuren and Owen Michaels-Hardy. The journal JEDA, 

continued in strength under the intelligent hand of David 
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There were follow ups: 

(1) The Art teacher was overawed by his students'

commitment and he persuaded the Principal to allow

the class to visit the Canadian Gallery where some

saw their paintings hung. One of the gallery workers

thought that they were agents!

(2) A small group of students created a catalogue for

their Canada room.

(3) Some students visited their local gallery.

What was it in the drama that invited the students to 

invest in the work? 

Was ownership created through the drama? 

Was it the fact that they had responsibility for the work? 

Was it that they had the opportunity to pass on what they 

had learned to others? 

Was it that they were given opportunities to discover what 

they knew but did not 

know they knew? 

There was one follow up for the Student Drama Teacher. 

She was given a four week contract with the school to 

work with teachers using drama strategies and techniques 

to enrich the learning experience. It seems that Drama 

should be positioned at the centre of the Arts Education 

as these students used the pragmatic, metaphoric and 

social skills, language and their imagination for a 

worthwhile learning experience. 

Norah Morgan is Adjunct Professor at Brock University 

Ontario Canada. She is co-author with Juliana Saxton of 

'Teaching drama: a mind of many wonders' and 

'Asking better questions.' 
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Armed with books about Canadian art and copies of their 

work, she entered the classroom and braced herself! She 

introduced herself and questioned them to find out what 

they knew, understood and felt about the work of 

Canadian Artists - not much! She followed this procedure: 

(1) They were told to find a partner to work with.

(2) The pairs were told to choose an artist that interested

them. Their lack of interest made it relatively easy as 

they chose the one at hand. Every pair had a

different artist. 

(3) They then had to answer the following on paper 

provided:

• Where was the artist born? 

• When was the artist born? 

• When did they die?

• When were most of the pictures created?

• From looking at the pictures what might the 

artist's life be like? 

All very easy questions but the last one made them look 

more closely at the pictures. One reply: "He must have 

hated the cold as all his pictures are about winter and he 

did not live in a place where it was cold all year long." 

(4) She told them to pick a particular picture that appealed 

to them and questioned them as to why that particular 

painting was chosen. The answers were varied from: 'It 

was on page 1' to 'I saw a picture like that on a calendar 

from the Drug Store' to 'We like the shapes and the 

colours." End of lesson. She collected the pictures and said 

that they would continue next class. 

At this point Jane decided to bring in an experienced 

drama teacher in role as the owner of a gallery who 

wanted pictures for the Canada Room. The Art teacher was 

doubtful whether the students would co-operate as only 

one student in the group had taken a course in drama in 

high School. On Day 2 all were present! The drama 

teacher (D.T.) was introduced as a guest who told the class 

that she would be in role as the owner of a gallery. They 

also would be involved but would not be expected to 'act' 

but just to be themselves in the imagined situation as she 

would be herself. 

D.T. (in role): Thank you for coming today to offer your 

pictures to be displayed in the Canada Room in my gallery. 

I need the pictures for a period of six weeks. My gallery is 

well insured and security is excellent. The usual fee will be 

paid for the loan of the pictures.' (Money helps self

motivation!) 'Here are the dimensions of the room.' 

These were taped on the floor before the class entered. 

The pairs continued to discuss the appropriateness of their 

chosen painting as the Art teacher and Jane filtered among 

them listening and asking questions.The D.T. resumed role 

and each pair, in turn, had the opportunity to convince the 

gallery owner that their picture should be accepted. 

It was at this point that the class commitment began to 

develop. The students not only answered questions but 

volunteered information about the pictures that they had 

discovered for themselves. At no time was a role suggested 

for the students. Some remained themselves in the 

imagined situation, some took on the role of the artist, 

some took on the role of the artist's agent. 

One pair had chosen a vast painting which would have 

covered a whole wall. It was rejected (kindly, pointing out 

that there were other galleries who might be interested). 

They refused to be left out and produced another painting 

by the same artist. "It was a toss-up which one to choose." 

The pictures were placed and discussion followed re 

colour, light, date of creation and size. One of the less 

interested boys had brought in his 'ghetto-blaster' and 

tapes. The class accepted his idea of music only insisting 

that the music be by a Canadian composer. A lively 

discussion followed: an environmental study was chosen. 

A junior class was, at the suggestion of the students, 

brought into the gallery and were told on arrival to look at 

all the pictures and then to stand by the one they "felt 

comfortable with". The original students acted as guides 

asking the questions they had been asked as well as 

questions they had developed and supplying information 

in reply to the visitors' questions. 
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Wright, and Kathryn Smith revamped the newsletter 'Do It 

Now!' to provide interesting information about a huge 

range of activities for members. It is with sadness that I 

farewell both these members of the Committee as they will 

not be standing again. David has given so much to the 

Association over a number of years, not only in his role as 

journal editor but in his perceptive advice and 

contributions to meetings and decisions. Kathryn has only 

been on the committee for a short time, and would wish 

to remain but is returning to Perth for family reasons. New 

South Wales has lost a talented drama teacher in Kathryn. 

I know that all EDA members wish them the very best in 

the future. 

Another committee member leaving the fold is Marion 

McNaught, who has been invaluable as Membership 

Secretary. Marion has served the Association in many ways 

over many years, at conferences, giving workshops, acting 

as Secretary as well as Membership Secretary. Marion has 

been a tireless worker, a friend and I thank her for all her 

work on behalf of all members. My gratitude to all 

committee members who have served while I have been 

President: to those who are continuing I wish them energy, 

courage and continued support from the members. 

To Teri Kamasz my gratitude for friendship, patience and 

strength to keep going when things were less than smooth. 

I wish her all the success she deserves. To the Association 

and its members a warm and heartfelt gratitude for friends 

made, intelligent criticisms and suggestions, and for the 

continuing sense that what we do as drama teachers is the 

most important thing of all and deserves the best support 

that can be offered. 

Drama's battles are not over and they are worth fighting. 

To fight them well, we need strong professional 

collaboration - something we teach our students and one 

of our greatest assets as a subject. Help the EDA continue 

to build the future of the subject with all the creativity, 

passion, joy and skilfulness that we can muster together by 

- - � -

� ' - . .... 

supporting an Association that can speak with strength for 

us. 

Di Mackenzie 

SAADIE 

PRESIDENT'S REPORT 

The first meeting in 1 99 7 took the form of a strategic 

planning session. This enabled planning for future 

directions and to set priorities. This year SAADIE Executive 

have focused on: 

• Partnerships with ARTS SA, CEASA INC, and the arts

industry 

• Surveys

• Newsletter

• Professional development 

Partnerships 

Throughout 1995 and 1996, SAADIE joined with four 

other state based professional arts associations and formed 

ARTS SA Consortium. Funded through NPDP, ARTS SA 

employed a project officer, Ian Hamilton, to organise, 

market and where possible negotiate accreditation from 

the University of South Australia for our professional 

development activities. Without the benefit of N PDP 

funding this year ARTS SA Consortium has continued, 

albeit with a greatly reduced capacity. Funding provided 

in 1996 through CEASA for 'The arts and the world of 

work,' (a collaborative project further developing teachers 

of the arts understandings of arts work pathways) is being 

used to develop resources and provide professional 

development. 

An Artswork conference will be held mid term four to 

develop teacher's knowledge and understanding of arts 

work related issues. ARTS SA is currently seeking 
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incorporation to enable the consortium to participate in 

the proposed University of South Australia Bachelor of 

Education (Graduate Entry). This 'end on' degree allows 

the consortium the potential to have a partnership/role in 

specific courses. There is also the potential for our 

association to be seen as more professional and bring us a 

wider range of clients. 

CEASA INC 

Through our partnership with CEASA, SAADIE has been 

able to attain very reasonable rates for public liability 

insurance. 

Stage 2 Syllabus 

Earlier this year, SAADIE members were invited by the 

Drama Subject Advisory Committee of the Senior School 

Assessment Board (SSABSA) to attend a Draft Stage 2 

syllabus meeting. Members who attended were able to 

contribute to issues such as course prerequisites and 

content, selected texts, and teacher workload. The draft 

syllabus is now awaiting final approval from SSABSA. The 

syllabus will be trialled in 1998 and implemented in 1999. 

SAADIE has also conducted a statewide professional 

development survey to ascertain not only who was 

teaching drama, where and in what capacity, but also 

when teachers prefer to attend professional development 

activities. The results of this survey are still being 

compiled. 

Newsletter - Drama Works

'Drama Works', the new SAADIE newsletter, aims to 

inform members about what is happening in matters 

related to drama in education, including professional 

development opportunities, arts industry links, and 

resources. SAADIE hopes to encourage members to 

become more actively involved by contributing ideas that 

promote the development of excellent classroom practice 

in drama education. 

Content 

'Drama' Works contains information that drama teachers 

find useful. As well as good classroom practice, we 

publish reports from people who work within the industry. 

It is about both executive and members contributing and 

sharing ideas. These contributions can be in the form of a 

drama lesson or unit that works well with a particular 

group of students, or perhaps a more philosophical 

approach sharing ideas about the significance of drama 

education in the development of the child. Drama Works 

provides members with a forum to publish their thoughts 

about this important area of learning in arts education. 

Professional Development 

As well as our participation in the Artwork conference, 

SAADIE is currently planning a two day mid term 

conference focusing on curriculum issues as well as skills 

development. 

David Hill 
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'representation'. In my own community a young student 

was kidnapped, raped and murdered by a multiple 

murderer, and her colleagues created and performed a 

dance drama dedicated to the girl, using their skills to help 

them cope with the horror of the situation. It was most 

sensitively done, guided by an understanding teacher. 

In a technology driven world, the value of the pragmatic 

ski I ls is unquestioned but the value of the metaphoric ski I ls 

tends to be regarded as exclusive to the artist, but as 

Postman (1995) says "a metaphor .. is an organ of 

perception." As early peoples developed, the teaching and 

learning of the pragmatic and metaphoric skills took place 

within a social context which operated through a set of 

rules and procedures guiding behaviour in different 

situations. 

Survival in the hunt meant not only having the right tools 

and knowing how to use them but that success depended 

on the users knowing their places (status and position) and 

the order in which things occurred. As they became more 

competent so they assumed more responsibility and the 

privileges that are a part of that responsibility. 

The operation of social skills in the classroom and beyond 

are imperative adjuncts to effective teaching, learning and 

living in today's society. 

Survival, in terms of the early development of our species, 

meant constant change, adaptation and refinement, allied 

to economy of effort. If the pragmatic, metaphoric and 

social skills were to be passed on efficiently something 

else was needed and that something else was language. 

As the changes in skills influenced the developing 

language so language influenced the ways in which skills 

were refined. Language today continues to influence and 

be influenced by our changing world. To sum up: The 

fundamental purpose of pedagogy, ancient or 

contemporary, is to ensure our survival through the 

teaching of pragmatic, metaphoric and social skills 

appropriate to the times: language and imagination are the 

primary media through which these skills are extended. 

T • 
..... , 

Well, all this sounds familiar when we consider our 

discipline and that of the other arts (dance, music, art, 

film). They are essential for survival in that they demand 

pragmatic, metaphoric, social skills, imagination and 

language and must be recognised as such. In spite of the 

fact that students who are regarded as academically gifted 

work hard to retain their high marks in the Arts, some 

teachers and administrators claim that the reason some 

students who do poorly in the 'academic' programme but 

do well in the Arts is because the subject is 'easy'. It seems 

strange that without real understanding of the subject, they 

regard it as not being challenging. 

I speak now for our discipline, Drama. Have they 

considered that the reason these students do well might lie 

elsewhere, for instance, in the way the subject is taught? In 

drama, students are engaged through body, mind, feelings 

and spirit (if we think of matters of the spirit as concerned 

with morals, principles,ethics). Drama engages students 

because of its holistically challenging nature and they do 

well because it not only challenges them as individuals, 

but as a group. The sense of community which is 

developed through effective drama teaching capitalises 

upon the opportunities for Vygotsky's 'Zone of Proximal 

Development' as it places students in learning situations in 

which those who know or have more and different 

experiences, "pull" those who do not know or have not 

had those experiences 'up' to a more complex level of 

operation. 

Where should drama position itself in the Arts? 

I have chosen to answer that question with a specific 

example: 

Jane Brown - not her real name - was a student in Fine Arts 

and Drama at a Faculty of Education. Her Practice 

Teaching took her to a local high school where she was 

told by the Art Teacher to do a series of classes on 

Canadian Art. The students, 24 in number (80% male) 

were an unruly group with low academic skills and no 

interest in Art. As Carole Tarlington once stated :"a class 

from Hell" There is a superb Gallery devoted to Canadian 

Art about one and a half hours drive from the school. She 

was not allowed to take the class on a field trip because 

they had behaved so badly on their previous class 

excursion. 
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POSITIONING DRAMA 

IN THE ARTS 

Norah Morgan, Brock University, Ontario Canada 

A Keynote address delivered at the NADIE Conference, Dramaxis, Sydney, October; 1997. 

The future of education in my country Canada, seems to 

be at risk. The economic realities of the 90s appear to have 

switched off the future for a great many. For teachers, 

students and administrators there is less money, no 

security and not much hope. Observers of the educational 

scene (from parents to CEOS of multinational corporations 

and it would seem everyone in between) are concerned 

about a system which produces graduates whose skills, 

they say, are inadequate. "Back to Basics" "Cut the Arts" 

they cry, seemingly unaware that the 'Arts' are 'Basic' This 

results in the fundamental purposes of schooling 

becoming so weakened that to quote Postman (1995), 

"without a transcendental purpose, schooling must reach 

its finish ... with such a purpose, schooling becomes the 

central institution through which the young may find 

reasons for continuing to educate themselves" 

What is the purpose of schooling? 

"Pedagogy. that is to say the systematic training of the 

young is rated equally with consciousness, (self 

awareness) social attribution, aesthetics and language as 

uniquely human adaptations." (Premak in Donald, 1991) 

The driving force of any species is the need to survive so 

let us go right back to the beginning - early man and 

woman over a million years ago. The means by which the 

human species survived was by passing on what it had 

learned from its experience to the next generation. Even in 

modern times, before the Industrial Revolution, fathers 

taught their sons and mothers their daughters the means to 

survive. The fundamental purpose of pedagogy has not 

changed. The systematic training of the young is as 

fundamental to the survival of the species today as it was 

for Homo Erectus over a million years ago. 

Survival of the species demands an understanding of what 

can and what cannot be controlled, and the ability to 

adapt that understanding to changing circumstances. The 

hunting, growing and gathering of food and building of 

shelter was controlled by developing skills to create new 

tools and learning how to use them. These we identify as 

the pragmatic skills. The tool is the means by which 

human external activity is aimed, at not mastering and 

triumphing over nature, but at collaborating with nature. 

That which we do not understand we fear; that which we 

fear controls us. From the moment prehistoric peoples 

became aware that they were both the subject and object 

of their world - I can 'do' and also 'be done to' - they were 

concerned with, if they were to survive, the need to know 

how to control the 'other' if it was not to control them. 

Primitive peoples dealt with the uncontrollable by 

'representation' thus explaining the unexplainable in 

terms which they could understand. 

The development of the skills to cope with the 

uncontrollable we have called the metaphoric skills. 

Through the creation and expression of these metaphors in 

pictures (cave paintings of the hunt where they could 

observe themselves from outside the picture) dance (to 

encourage rain during severe drought) and sound (the 

beating of drums to drive away evil spirits), they behaved 

as if they were in control while acknowledging powers 

that were greater than themselves. 

Central to the capacity to exercise these skills is the 

imagination, the function of which is "to enable the 

human beings to build thought models of the real world" 

(Rugg, 1969). In drama today, we distance our students 

from the present by working in the past or help them to 

come to terms with what they do not understand by 

er.� - �.. ~ ,,.,. 
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Leading in Literature, Children's Books & Performing Arts 

Drama, Dance, Poetry, Cultural Studies, Research & Advice, Media, Criticism, Masks &

Body Bags, Scripts for study and performance, Educational discount, Interstate & Overseas 

I NEW INTO STORE: I 
'Playforms' .. 7 genre scripts. 

'Springboards Australian Drama 2' (Gadaloff). 

'Looking for the Moon' .. Francis. 6 plays for lower secondary. 

'Performance: Tourelle' .. written for Australian school curricula. 

'Chinese Opera' . .images and stories beautifully illustrated. 

'Method Actors' .. famous followers of the method. 

'This Way Out' .. new script by Isabel Carmody. 

I OUR NEW ADDRESS: I 
51 Edward Street, Brisbane. 4000. 

Ph. (07) 3221 3707 Fax (07) 3221 8537 

(Still in the heart of the city) 
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: ORDERS 

ORDER COPIES OF NADIE RESEARCH 

MONOGRAPH 1 

Pretext and Storydrama: 
The Artistry of O'Neill and Booth 

Edited by Philip Taylor 

NADIE Members: 

$12 only (includes postage) 

Non-NADIE Members: 

$16 only (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$8 each ($10 for non-members) 

Complete the enclosed form now. 
Limited numbers only produced. 

Name: __________________________ _ 

Address: _________________________ _ 

Please send me ______ (copies) of Pretext and Storydrama.

My cheque made payable in AUD to NADIE is for$ ___ _ 

Charge my credit card (MasterCard/Visa) No. ______________ _ 

Expiry Date: ________ Signature: ____________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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•Professional Products

•Demonstrations and Workshops

•Friendly and Valuable Assistance

•Help with quantities for productions

•Guidance for Rock Eisteddfod

Ring Jan or Narelle 
at 

Make-up for: 

Characters 

Clowning 

Fantasy 

Media Studies 

TV 

Film 

21 Hants Street HAMILTON Q. 4007 

PH: (07) 3268 7076 FAX: (07) 3268 3100 
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ORDER COPIES OF NADIE RESEARCH 

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 practices will be reviewed. An Aesthetic Framework 
based on fieldwork observations is proposed which has direct implications for drama 
teachers and their students. 

Judith McLean is currently co-ordinator of the drama teaching program in the Academy of 
the Arts, Queensland University ofTechnology. Judith is deputy chair of the Theatre Fund of 
the Australia Council and is a Board member of the Queensland Theatre Company. 

NADIE Members: 

$12 only (includes postage) 

Non-NADIE Members: 

$16 only (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$1 0 each ($12 for non-members) 

Name: ___________________________ _ 

Address: __________________________ _ 

Please send me ______ (copies) of Aesthetic Framework in Orama.

My cheque made payable in AUD to NADIE is for $ ___ _ 

Charge my credit card (MasterCardNisa) No. ______________ _ 

Expiry Date:. _________ Signature: _____________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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\ ORDERS 

ORDER COPIES OF NADIE RESEARCH 

MONOGRAPH 3 

IDEA •95 

Selected Readings in Drama and Theatre Education 

edited by Philip Taylor and Christine Hoepper 

NADIE Members: 

$15 (includes postage) 

Non-NADIE Members: 

$20 (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$10 each ($12 for non-members) 

Complete the enclosed form now. 

Name:---------------------------------

Address: ______________________________ _ 

Please send me _______ (copies) of Selected Readings - IDEA '95 

My cheque made payable in AUD to NADIE is for $ ____ _ 

Charge my credit card (MasterCardNisa) No. ________________ _ 

Expiry Date: _________ _ Signature: _______________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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Drama in the Arts, reminds us of the continued need for 

drama advocacy in the wider community. Her descriptive 

case study of the value of using drama with difficult groups 

serves to reinforce what drama educators have long known 

to be true - drama can change the way our young people 

view themselves and their world in extraordinary ways! 

Additionally, in response to the Kenyan experience, Kate 

Donelan documents a fascinating account of giving a 

workshop at IDEA '98 where merging cultures 

collaborated to share and explore divergent approaches to 

drama education. 

You will notice in this edition, an insert titled Gender 

Equity Policy and Guidelines. This insert is the 

culimination of NADIE's special project on gender equity. 

It has been researched and written by the Special Project 

Officer Gender Equity, Sue Davis, Head of Performing Arts 

at Kenmore State High School, Brisbane. NADIE hopes 

that all members will find this excellent and timely 

IDEA '98: The Kenyan Experience 

In July I attended IDEA '98, the Third International 

Drama/Theatre and Education Congress in Kisumu, Kenya, 

hosted by the Kenyan Drama and Education Association -

and I would not have missed the experience for anything! 

About fifty Australians attended with the majority coming 

from Drama Victoria. We were the biggest delegation from 

any country, and our large numbers were a great tribute to 

Kate Donelan's advocacy for IDEA and this Congress. 

Yes, there were serious organisational problems and a 

good deal of frustration about transport and 

accommodation. Yet, despite the problems, the Congress 

was rich in the opportunity for real cultural exchange and 

understanding. I made a point of attending as many 

academic sessions and performances by African delegates 

as possible. These exchanges made real for me those terms 

what we al I teach about in our classrooms - drama as 

document useful in meeting specific gender related issues social action, theatre for change, learning through drama. 

and concerns in their schools and particularly in their 

drama classroom. In these few lines, it is impossible to do justice to the 

experience of IDEA '98 or the confronting experience of 

Also in this issue, the primary sector of education, a 

sometimes neglected area of aesthetic learning, is catered 

for in Sandra Gattenhof's delightful unit, 'The dark and 

being in a developing country such as Kenya. I hope those 

of us who attended can share our experiences in more 

detail in other forums. Look for next year's edition of NJ 

other scary things,' and Jenny Simon's and Robyn Ewing's which will be devoted to the Kenyan Congress. 

wonderful work with pre-text literature, Cat, you better 

come home! 

For older students, there are some excellent units offering 

a range of activities from process drama to exploring 

archetypes and stereotypes in drama text. I hope you find 

them useful. No doubt as you read them, your own ideas 

will be activated as to how to use them effectively in your 

classrooms. Perhaps your own unit of work will develop 

from someone else's new perspective, and will be able to 

be featured in the next ADEM. Looking forward to hearing 

from you. 

Tracey Lee 

(Editor) 

Christine Comans 

Director of Publications (NADIEJ 
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PUSHING THE 

IMAGINATION ... 

On a brilliant sunny and energised afternoon last October 

in Sydney, I sat listening to the passionate discourse 

between delegates participating at Dramaxis, our national 

conference. It was indeed a kaleidoscope of sharing and 

discussion, highlighting the innovative, the surprising, the 

provocative, and the familiar ideas and perspectives on 

offer across the wide array of workshops and keynote 

addresses. I am continually surprised at these gatherings 

by the richness of talent which exists in our drama 

community - talent which seems to continually offer new 

and exciting ways for us to approach drama in our 

classrooms, talents which just seem to be able to take tried 

and tested pedagogic ideas and approaches and make 

them unique and inspiring all over again. 

This then is what ADEM is about - sharing and exploring, 

challenging and encouraging new ways into drama 

teaching and practice. Gathering units of work is not easy 

however. Many drama educators seem reluctant or coy 

about sharing their work with colleagues, and yet, time 

and time again at these national conferences, I see 

workshops which should be spotlighted, should be 

pondered, should be adapted, implemented and 

celebrated in our own classrooms. It is only in this way 

that we can continue to evaluate our own practice and in 

turn, endeavour to push through safe and familiar territory 

to discover new frontiers of work which will excite, 

empower and delight our main concerns - the students. 

As I write, I am reminded of a profound statement made 

by Dr. Maxine Green (Professor of Philosophy and 

Education at Teacher's College, Columbia Univerisity, New 

York) in a live video link with New York at the recent 

Pushing the Imagination symposium, part of the Brisbane 

Energex Festival. Whilst Green was talking more broadly 

about her own approach to teaching in the arts, her 

statement was particularly powerful for me as a drama 

educator. She says that in her artistic practice, she lives 

each day in "dreadful freedom at the risk of a free fall." 

This then is her response to pushing the imagination of her 

own aesthetic journey, of heightening her students' 

awareness of possibilities in their own artistic lives: 

encouraging and challenging them to risk, to explore, to 

push beyond walls, to not be confined to square rooms 

and mundane musings. In considering this notion of 

pushing the imagination beyond familiar margins, I would 

see ADEM as a catalyst for us to reassess and renew our 

drama practice and to push it on to new frontiers. I 

Lielieve, as ur1cJouliLecJly you Jo loo, that Lhe 111ost 

powerful way that we can create new ways into drama 

teaching and learning is to keep exploring and sharing our 

ideas and visions. 

The true spirit of ADEM has always been to highlight 

conference offerings but in recent years, direction has 

reshifted to a juxtaposition of conference proceedings with 

units of classroom work not necessarily presented at the 

national conference. Due to timelines, IDEA '98 does not 

receive full coverage here, but next year, a special edition 

of NJ will be dedicated to the Kenyan experience 

highlighting all the richness and variability of this unique 

gathering. Following this editorial, Christine Comans, 

NADIE's Director of Publications, reflects on that 

experience which was so profound for many delegates. 

In this ADEM issue, we offer a variety of opinions, styles 

and approaches - some from Dramaxis 1997 and IDEA 

Kenya 1998, and others from exciting work being done 

across the country in an array of schools and institutions. 

Norah Morgan's Dramaxis keynote address, Positioning 
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ORDER COPIES OF NADIE RESEARCH 

MONOGRAPH 4 

The NJ Index 1976-1996 
{Disk format only) 
Edited by Philip Taylor 

The data which form The NJ Index 1976-1996 are now available on disk. 

Members involved in researching some aspect of drama education can 

purchase the disk and conduct their own search of the data based on their 

subject, keyword and author interest. 

Please note. Previous advertisements advertising the data for $70 (members) 

and $80 (non-members) were incorrect. The current prices are as noted 

below and include postage. 

NADIE Members:
$12 (includes postage) 

Non-NADIE Members:
$16 (includes postage) 

International subscribers add $2 for postage for each order: 

Purchases will need to have access to the software Papyrus tm version 7.0.11, available
from computer retailers or from 2718 S.W. Kelly St, Suite 18-1, Portland, Or97201, USA.

Complete the enclosed form now. Limited numbers only produced. 

Name:---------------------------------

Address: ____________________________ _ 

Please send me _______ (copies) of The NJ Index on Disk

My cheque made payable in AUD to NADIE is for$ ____ _ 

Charge my credit card (MasterCardNisa) No. ________________ _ 

Expiry Date: _________ _ Signature: _______________ _

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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ORDER COPIES OF NADIE RESEARCH 

MONOGRAPH 5 

Phoenix Texts: A Window on Drama Practice 

in Australian Schools 

Edited by Tiina Moore 

The image of the Phoenix, rejuvenated from its own ashes, serves as a metaphor for the drama practice of 

seven Australian primary teachers. Each has taken the same picture book and transformed it into new art 

works with a range of learning outcomes. 

This Monograph attempts to apply the notionof pre-text as outlined in the first NADIE Monograph and to 

come to an understanding of how this concept has been understood to date. The project acknowledged 

that drama practice from Dramatic Play to Pericles was possible. It is all here. 

Tiina Moore is currently the Primary Drama specialist at Eltham College in Victoria. She has also taught at 

secondary and tertiary levels in Australia, Canada and the UK. Tiina is a member of Drama Victoria and she 

undertook the pre-text project as NADIE Special Projects Officer for the primary sector. 

NADIE Members: 

$12 (includes postage) 

Non-NADIE Members: 

$16 (includes postage) 

International subscribers add $2 for postage for each order: 

Multiple Copies (10 or more): 

$10 each ($1 2 for non-members) 

Name: _______________________________ _ 

Address: ______________________________ _ 

Please send me _______ (copies) of Phoenix Texts.

My cheque made payable in AUD to NADIE is for $ ____ _ 

Charge my credit card (MasterCardNisa) No. ________________ _ 

Expiry Date:. _________ _ Signature: ______________ _ 

Send payment immediately to: 
NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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ADEM Australian Drama Education Magazine is a 
NADIE publication 

ISSN 1323-8086 

Editor: 

Tracey Lee Australian Catholic University (Queensland) 

NADIE Executive Officers: 

President 

Administrator 

Director of Publications 

Vice-President (Planning) 

Vice-President (Projects) 

NADIE Special Projects: 

NAAE 

Gender Equity 

IDENTertiary Liaison 

Workplace 

Research 

Theatre Ind us try 

Primary Education 

Robin Pascoe W. A. Ministry of 
Education 

Sue Benner Director, Metro Arts 
Centre, Brisbane 

Christine Comans QUT 

Mary Fox N.T. Education Dept. 

Richard Sallis St. Kevin's College, 
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Robin Pascoe W.A. Ministry of 
Education 

Sue Davis Kenmore SHS, Brisbane 

Kate Donelan University 
of Melbourne 

Jeanne Arthur A.C.T. Department 
of Education 

Philip Taylor Griffith University 

Chris Thompson Eltham College, 
Melbourne 

Tinna Moore Eltham College, 
Melbourne 

Annual membership of NADIE is available through local 
state/territory drama associations. To subscribe only to NADIE 
publications write to: 

NADIE Administrator 

Metro Arts Building 

1 09 Edward Street 

Brisbane 4000 

Telephone 07 3221 1527 

Fax 07 3221 4375 

Email. suemetroarts@hotmail.com 

Overseas Membership: $AUD80; 

Institutional Membership: $AUD70; 

Individual Copies available at $10 per copy. 

All inquiries to the NADIE Administrator. 

Contact the following NADIE Liaison Officers for membership 
information in your state or territory: 

ACTDA (Australian Capital Territory) 

Bren Weatherstone 

4 Greenhood Place, O'Connor 

ACT 2601 

EDA (New South Wales) 

Dianne Mackenzie 

119 Centennial Avenue, Lane Cove 

NSW 2066 

NTADIE (Northern Territory) 

Liz Pearse 

9 Kapalga Street 

Tiwi, NT 0820 

QADIE (Queensland) 

Josephine Wise 

c/o The Administrator 

9 Bellata Street 

The Gap , Qld. 4061 

SAADIE (South Australia) 

Wendy Danforth 

PO Box 24 

Murray Bridge, SA 5253 

TADIE (Tasmania) 

Heather Smigiel 

PO Box 1215 

Launceston, Tas. 7250 

Drama Victoria 

Tiina Moore 

Eltham College 

PO Box 40 

Eltham, Vic 3095 

Drama West (Western Australia) 

Carolyn Byatt 

PO Box 898 

SubiacWA 6008 

Copy for ADEM Number 5, can be sent at any time to: 

Tracey Lee (Editor) 

School of Arts & Sciences, 

Australian Catholic University, 

Prospect Rd, 

Mitche/ton, Brisbane. 4053. 

All submissions MUST include hardcopy (printed text), plus 

softcopy (on disk) in one of the following formats: 

1. Wordperfect 3 

2. ASCII Text 

3. Generic Text 

Macintosh preferable. 

Photographs a maximum 3 (clean copies only) 

are welcome. 

Copyright© 1998 by National Association for Drama in 
Education (Australia) 

Design and Production Brisbane lmagesetter 

, 
- ~ 

t 2 A D E M, 
- - - � - ...... 

�=� ..., � 

,( ORDERS 

............... copies of 

............... copies of 

- - -

MAJOR IDEA •95 

PUBLICATIONS 

ORDER FORM 

I Should like to order the following: 

DRAMA, CULTURE AND 
EMPOWERMENT - THE IDEA DIALOGUES 

IDEA '95 - THE VIDEO 

............... copies of THE CONGRESS HANDBOOK 

............... copies of THE SELECTED READINGS 
(the pre-Congress pub I ication) 

@ $30 $ .................. . 

@ $65 $ .................. . 

@$10 $ .................. . 

@$15 $ .................. . 

(International subscribers add $2 postage per order) 

I enclose cheque/postal order/bank order made out to IDEA '95 Publications 

Post to: The IDEA Publications 
NADIE Administrator 
Metro Arts Centre 
1 09 Edward Street 
Brisbane Q 4000 
Australia 

Phone: +61 7 3221 1527 Fax: +61 7 3221 4375 

PLEASE SEND THE PUBLICATIONS TO: 

Name:---------------------------------

Address: ------------------------------

Postcode: 

Country: ______________________________ _ 

Telephone: ____________________________ _ 
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SUBSCRIBE TO AUSTRALIAN DRAMA 

EDUCATION PUBLICATIONS 

The National Association for Drama in Education (Australia) publishes scholarly and practical works 
in drama education appropriate for teachers, academics, artists and administrators. NADIE 
publications include: 

• the NADIE Journal (NJ) a leading international and refereed publication which publishes formative
research papers. Established in 1976, this publication has shaped the direction and scope of
drama education. NJ is published in May and October.

• the Australian Drama Education Magazine (ADEM) examines the application of theory to practice .
A magazine for the practitioner which focuses on curriculum planning and classroom-based
research, published annually.

Subscribers can order separately the NADIE Research Monograph Series. This series critiques current 
practice and proposes educational models for future development. 

Costs: Annual Subscription to NADIE Publications 

NADIE Research Monograph #1, Pretext and Storydrama 

NADIE Research Monograph #2, An Aesthetic Framework 

NADIE Research Monograph #3, Selected Readings in 
Drama and Theatre Education 

NADIE Research Monograph #4, 
The NJ Index 1976-1996. Disk format only 

NADIE Research Monograph #5, Phoenix Texts: A Window 

$AUD 80 

$AUD 12 

$AUD 12 

$AUD 15 

$AUD 12 

on Orama Practice in Australian Primary Schools $AUD 12 

Name:----------------------------------

Institution: ________________________________ _ 

Address: ________________________________ _ 

Telephone/Fax: ______________________________ _ 

Please send me ____ subscription/s to NADIE Publications 

Also, __ copies of Monograph #1, __ copies of Monograph #2 

__ copies of Monograph #3 __ copies of Monograph #4 __ copies of Monograph #5 

My cheque, payable to NADIE in Australian Dollars, is for $AUD ____________ _ 

Alternatively: charge my; D Mastercard D VISA D Bankcard 

Card No.: --------------------------------

Expiry Date:. ________ _ Signature: __________________ _ 

Send payment immediately to: 

NADIE Administrator, Metro Arts Centre, 109 Edward Street, Brisbane QLD 4000 Australia 
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he journey 

Tell the story 

NATIONAL ASSOCIATION FOR 
DRAMA IN EDUCATION 

1999 NATIONAL CONFERENCE 

DARWIN JULY 12-15 1999 

Meet, exchange, explore and present how 

story encompasses our experiences as drama 

educators and practitioners. Our diverse and 

cultural artistic traditions, teaching 

method9logies and classroom experiences 

provide the storylines for the conference. 




