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IDEA - 2001 BERGEN 2-8 JULY 

Welcome to IDEA 2001- the Fourth World Congress for the International Drama/ theatre and Education 

Association. We invite drama educators, cultural workers, theatre artists, researchers and students to this 

common arena for inspiration and development. 

congress Motif and Themes 

Playing Betwixt and Between is the congress motif and a metaphor for our working area comprising art 

and education. It indicates 'playing in a space of possibilities' where processes of growth, creation, 

transference and breaking of boundaries may take place. 

IDEA 2001 will extend themes from previous IDEA congresses and raise some new thematic challenges. 

We invite proposals for the following 4 themes: 

• New dramatic expressions in the modem media society.

• Building cultural competence through drama/theatre.

• Dramatic arenas for ethical dialogues.

• Reality at stake. Drama/theatre confronting a troubled world.

The Program 

consists of keynote & keyhole addresses, plenary sessions, workshops & papers, special interest groups & 

projects, and poster presentations. A theatre festival includes 8 professional productions by specially 

invited groups, and up to 30 student productions. 

congress fees 

Main fee: NOK 2700; USD 340 (approx.) 

(Early Bird before February 1st, 2001: NOK 2200; USD 275.) 

10% of this fee goes into a solidarity fund. 

Concessions for students and solidarity delegates 

will be available. 

For questions about accomodation and logistics, 

please contact PCO: 

harald.riisnaes@travel-planners.no 

For questions about the congress in general, please 

contact: congress@idea200I.cc 

Proposal for presentation 

We kindly ask participants to register proposals 

electronically. Please, use our PCO or our web-site 

for details and forms: http://www.idea200l.cc 

BERGEN - NORWAY 
http://www.idea2001.cc 

Bergen is European Cultural City in the year 

2000, and the gateway to the Norwegian 

fjords. Its traditions of hospitality, culture, 

and scenic experiences will be attended to 

by IDEA 2001. 
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IDEA PUBLICATIONS 

Selected Papers IDEA '98 ( NJ, Volume 23, Number 1) - IDEA
Journal Volume 1, Number 1 - an international collection of papers 
from IDEA '98, the third World Congress od Drama/ Theatre and
Education: 'Linking at the Equator' held in Kisumu, Kenya in July 
1998. 
Cost: $AUDIS.00 + $AUD10.00 postage
The profits from the sale of this volume are shared by IDEA and Drama 
Australia. 

Drama, Culture and Empowerment, The IDEA Dialogues - edited

by John O'Toole and Kate Donelan. 
The world's foremost practitioners for inter-cultural dialogue and for 
enfranchisement - from all continents and from a diversity of drama and 
theatre traditions - are represented in this 'storybook'. They tell stories 
of drama and theatre work for HIV education in Uganda and South 
Africa; of helping war-scarred youth in Israel and Croatia; of fighting 
alienation in slums of Portugal, Peru, Hungary and Australia. They warn 
of the dangers of neo-colonialisation in Singapore and Papua New 
Guinea; of over- simplification in Northern Ireland and India. 
Contributors include, Augusto Boal, Rustom Bharucha, Kuo Pao Kun, 
Cecily O'Neill, Jonothan Neelands, PETA, Gcina Mhlophe, Norah 
Morgan and Juliana Saxton. 
Cost: $AUD30.00 + $AUD10.00 postage. 
All profits from the sale of this volume go to IDEA. 

IDEA '95: Drama, theatre and Education in a changing world - The

IDEA Advocacy Video. 
An excellent drama teaching video for all levels of education and of 
interest to those theatre workers involved in youth theatre, theatre for 
young people, community arts and theatre for development.It presents a 
selection of innovative drama education practitioners and artists 
speaking about their work and illustrating their methodologies in scenes 
from workshops and performances. 
NB: Please specify format - PAL, SECAM or NTSC.
Cost: $AUD65.00 + $AUD10.00 postage.
All profits from the sale of this video go to IDEA. 

The IDEA '95 Congress Handbook . 

A valuable historical record of an outstanding event that attracted over 
one thousand delegates to Brisbane from all continents of the world. It 
contains a record of all academic and performance presentations, a 
profile of all presenters, information about the themes of the Congress 
and of the IDEA organisation and membership. 
Cost: $AUD10.00 + $AUDS.O0 postage.
All profits from the sale of this video go to IDEA. 

IDEA '95: Selected Readings in Drama and Theatre Education -
edited by Philip Taylor and Christine Hoepper. 

This collection of papers from the second World Congress of Drama/ 
Theatre and Education gives readers access to a rich and diverse range of 
arts practice and theory from cultural contexts not always represented in 
published works in the field. 
Cost: Drama Australia members - $AUD12.00 includes postage 
International price - $AUD20.00 includes postage 
The profits from the sale of this volume are shared by IDEA and Drama 
Australia. 
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THE DRAMA AUSTRALIA 

RESEARCH MONOGRAPH SERIES 

The intention of this series is to describe and critique 
different approaches to educational practice, consider future 
directions in scholarship and research, and present a variety 
of curricula models that teachers and students have 
found successful. 

Cost per Monograph: 

Drama Australia members $12 (includes postage) 
Non-members $16 (includes postage) 
International subscribers $20 (includes postage) 

Monograph 1. Pre-text and Story Drama: The Artistry of 

Cecily O'Neill and David Booth - edited by Philip 

Taylor. 

O'Neill describes pre-text in action and illustrates its overall 
relationship to a drama structure. Booth illustrates how 
storydrama can open up the world of text and inform 
language and literacy education. 

Monograph 2: Aesthetic Framework in Drama: Issues 

and Implications - by Judith McLean. 

This monograph explores how teachers can structure drama 
experiences for a deliberate classroom aesthetic. The 
increasing role of critical and cultural theory and its 
application within current artistic and educational practices is 
reviewed. 

Monograph 3: IDEA '95: Selected Readings in Drama 

and Theatre Education - edited by Philip Taylor and 

Christine Hoepper. 

This collection of papers from the second World Congress of 
Drama/Theatre and Education gives readers access to a rich 
and diverse range of arts practice and theory from cultural 

contexts not always represented in published works in 
the field. 

Monograph 5: Phoenix Texts: A Window on Drama 

Practice in Australian Primary Schools - edited by Tiina 

Moore. 

The image of the phoenix rising serves as a metaphor for the 
drama practice of seven Australian primary teachers. Each 
has taken illustrations from the same picture book - The 

Mysteries of Harris Burdick - and transformed them into new 
art works with a range of learning outcomes. 
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$-- EDITORIAL 

he Australian Drama Education Magazine (ADEM) is all 

about classroom practice - what goes on, how it is 

activated and outcomes for students and teachers. It is 

wholly practical, while having its roots in contemporary 

drama and educational theory. 

At this year's Drama Australia Annual Meeting of Council 

(AMC), it was decided to adopt a themed approach for the 

upcoming editions of ADEM. Many ideas were tossed about the 

meeting, but finally it was decided to hone in on the impact the 

drama can have in the area of literacy for students. And so, the 

theme for this edition is Drama and Literacy. 

As drama educators we are extremely aware that students 

who engage in dramatic activities are also engaging in written, 

verbal, symbolic and non-verbal communication forms. Drama 

Australia President, Robin Pascoe, in an article New Literacies/Old 

Literacies for a New Millennium: Drama and the Arts as necessary 

languages for all students (1999) speaks of drama significant 

contribution "to students acquiring conventional notions of literacy 

of being able to read, write, spell and communicate". But Pascoe 

doesn't leave it there he advocates for drama as a form of "enactive 

literacy - as a unique form of communication in its own right with 

its own forms, features, conventions, structures and shaping social 

and cultural contexts" (Pascoe, 1999: 121). 

Drama is language based and assists language literacy by 

providing students with learning contexts whereby they are actively 

engaged in negotiating, making decisions and taking action. 

Through such processes they become more motivated to listen, 

read, write and speak. 

"Drama strategies enable students to explore and question texts; 

at the same time, they actively engage with the themes and 

issues which emerge through enactment. Perhaps one of the 

most powerful reasons for the use of drama in the classroom is 

that it is essentially about enactment or walking in someone 

else's shoes. It is the process of enactment that enable us to 

see things from different perspective, to experience, someone 

else's reality. Hence it is especially meaningful for all of those 

students who need to be actively engaged in the learning 

process. (Hertzberg, M. and Ewing, R. , 1998) 

imm 20n 

As you read through this publication, you will notice that 

the majority of the units focus on the early childhood years of 

schooling. This does not mean that secondary and tertiary 

educators cannot gain something from this publication. It just 

means that the focus on literacy and learning to be literate has its 

strongest focus in the early years of schooling. Jenny Simons' 

framing article puts the drama and literacy learning debate into a 

broad perspective. Following Jenny's article, there are units of work 

which span all primary years. Patrick Donnelly's Stolen Lives and 

Madonna Stinson and Deborah Ruellan's Pigs Con Fly have strong 

upper primary applications but could easily be adapted for students 

in lower secondary years. 

I must thank my Editorial Group for their magnificent 

assistance is scouting copy for this edition. This small group of 

three - Beryl Chalk from Drama West, Nicola Collins from Drama 

Tasmania and Prue Wales from Drama Victoria, made the job of 

collecting copy and sparking people's interest very easy. 

The next edition of ADEM will focus on Drama and its links 

with technology. I would encourage you think about submitting to 

the next publication if this is your area of interest. Deadline and 

copy information can be found at the back of this edition of ADEM 

Sandra Gattenhof 

Editor 
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'Intrinsically purposeful, 
flexible and dynamic': 

Literacy and Drama 

T
he suggestion that "all teachers are teachers of literacy" 

is a claim most of us accept, but just what we see 

ourselves doing may vary considerably. As technology 

continues to change the ways humans communicate, and 

as research makes us more aware of how we make meaning, 

definitions of literacy have broadened, and so have the ways that it 

is taught. Literacy was taught in the 1800's in Australia, "but out 

of moralizing textbooks and more as a means of teaching discipline 

and subordination than as a source of power" (Davey & Miller: 

Jennifer Simons 

University of Sydney, 
New South Wales 

different cultural backgrounds of our students. Visual litera , or 

the ability to deconstruct images used to communicate in film or 

TV or magazines, is also important. Becoming literate in all these 

texts is gaining what Bourdieu called "social capital" and has to do 

with the distribution of knowledge and power. 

What understanding of literacy then is current in Australian 

education systems? There are some contradictions implied in the 

1991 Department of Education Employment and Training policy 

document . On the one hand literacy is described there as: 

1988). In the 1940's, at the beginnings of mass education, literacy the ability to read and use written information, and to write 

learning was largely aimed at promoting a workforce able to deal appropriately in a range of contexts. It is used to develop knowledge 

with the new complexities of working life. Literacy was understood 

to be mastery of the mechanical skills of reading and writing, and 

literacy learning meant applying phonics to specially constructed 

basal texts. 

By the 1970's however meaning-making was understood 

as much more complex than decoding (or "barking at print") and 

the functional view of literacy prevailed. Learning to read and write 

had to be useful in real life tasks so teaching needed to be based 

on the students' own writing and upon real, communicative 

literature. Since the early 1990's definitions of literacy have 

stressed its social embeddedness. Sociocultural theorists refute that 

learning to read and write can be reduced to mastering generalised 

skills ; rather, they assert, reading and writing emerge from 

particular social contexts. Allan Luke (1993 :4) says literacy refers 

to "social practices that are put to work in institutions such as the 

family and community, school and workplace according to stated 

and unstated rules. It is shaped and used in institutional sites and 

events ... its possession and use is part and parcel of what makes 

these occasions ... what they are". As social contexts change, 

literacy practices change too. Writing and sending an email to a 

friend involves quite different tasks from those involved in 

answering an advertisement for a job, or word-processing a report 

for the science teacher, or composing a letter of protest when 

SOCOG doesn't give you a seat to the Olympics! 

Teaching based on the sociocultural model also takes into 

account that literacy learning itself is not neutral : the ideology of 

the text, of the teacher and of the education system affects what is 

learned. Effective literacy teaching, according to this model, 

requires that students critique and analyse a wide variety of texts, 

interrogating the sender's intentions. Especially in multicultural 

Australia it is recognised as important to take into account the 

and understanding, to achieve personal growth and to function 

effectively in our society ... Literacy involves the integration of 

speaking, listening and critical thinking with reading and writing. 

Effective literacy is intrinsically purposeful, flexible and dynamic and 

continues to develop through an individual's lifetime. 

Here the concepts of multiple literacies and critical 

thinking are accepted, and the need for the sociocultural approach 

implied. However, later on the policy statement links illiteracy and 

unemployment. It stresses that literacy is needed to assist in 

Australia's economic development, but seems to suggest that it 

can be learned as a decontextualised set of skills. In NSW programs 

such as ELLA have set up a regime of diagnostic testing and 

remediation that could constrain literacy learning to skills 

acquisition. As we move further into the new millenium we are 

confronted by contradictory theories and different suggested 

directions. At the same time as we realise the importance of local 

contexts, the impact of global forces is felt. Never before has the 

emergence of the reflective practitioner been so important in the 

teaching profession. Any initial training we have had is rapidly 

superceded by new concerns; education truly needs to be a life

long process, not only for students but for teachers too. We need 

continually to interrogate our own practice, and ensure that we do 

still have the development of each student as the centre of our 

concern. We need continually to up-date our own understanding of 

what needs to be learned, and how to teach it. Nowhere is this 

more important than in literacy teaching. 

And where does drama fit in all this? If we accept the 

argument that ALL teachers are teachers of literacy, what special 

ability does drama teaching/learning bring to the task? LoBianco 

and Freebody (1997) have detailed seven main pedagogical 

approaches to the development of effective literacy skills, and 
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several of these are well reflected in good drama teaching. For 

example, the authors identify using the students' own experiences, 

or using literature as effective. Most of us have harnessed real-life 

contexts for our drama work. We use enactments of the stories that 

students tell, and these often lead to reading and writing in role . 

From nursery rhymes and fairy tales to television heroes and film 

plots, many existing narratives are explored in drama classes. Great 

practitioners like Cecily O'Neill have used myth as a pre-text for a 

drama class (e.g. The Seal Wife), and important drama textbooks 

(e.g. those by Haseman and O'Toole or Burton) explore ways that a 

teacher can work with established texts. 

Drama is especially effective in promoting critical literacy. 

This concept comes from the sociocultural approach and represents 

the highest order of meaning-making. Critical literacy goes well 

beyond decoding the print; students are encouraged to apply their 

understandings of their own social contexts, and to detect how the 

writer manipulates them towards a particular position. In 

establishing a strong personal connection between the student and 

the text, critical literacy can make students highly motivated, and 

motivation is crucial for success in learning how to read and write. 

One way drama promotes critical literacy is by exploring texts from 

different perspectives. For example, a K-6 teacher might explore 

the nursery rhyme "Humpty Dumpty" not from perspective of the 

taleteller, but from the soldiers' point of view, or from Humpty's 

own imagined thoughts; older students might explore it for the 

political metaphor. 

In order to change the perspective, they need to apply 

understandings from their own lived experiences. Kathleen Warren 

describes exploring the fairy story Cinderella by having students 

enact roles of people cleaning the palace after the ball. It is easy 

to imagine extending her drama with a written proclamation from 

the palace, which the children as experts help the teacher (in role 

as a less literate person) to read. As the drama gives rise to the 

need, letters could be written in role to complain to the prince 

about the state of the ballroom. 

Whatever the level of learning, K-12 or adult learning, 

drama lessons need to be carefully planned. This involves three 

inter-related tasks: choosing the content of the lesson and the 

stimulus to evoke it; choosing the roles to be adopted, and 

structuring the drama tasks. The choice of stimulus may depend on 

the students' background knowledge of language or culture and 

their particular interests. Especially with difficult texts, information 

may need to be fed into the drama, perhaps by the teacher in role, 

or students may like time to pool their ideas so they can maximise 

their social understanding. The initial steps of the lesson edge 

students into the drama world. They become imaginatively 

engaged, and are positioned to use their own lived experiences. To 

lure students into drama, Heathcote used apparent musings such as 

: "I wonder what made the early sailors set out to sea, when they 

didnt really even know whether or not the earth was flat ?" Their 
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imaginations caught, students often began by literacy tasks such as 

writing the contracts that would sign them onto the ship's 

inaugural journey. Cecily O'Neill uses pre-texts - stimuli which 

imply a strong context and characters, and plant clues for the 

creation of an enticing drama world. Teachers can choose and set 

up significant moments implied in the pre-text around which 

students create their drama. They can slow the process with 

different techniques and structures encouraging analysis and 

reflection. For example students can begin with a story's ending, 

and work backwards, exploring why it happened. Focus can be 

shifted from what happened to why or how it happened. At 

different points in the drama students can be led to read and write 

- in role as a character, or out of role reflecting upon their own

experience. Depending upon the drama task, different genres of

writing can be adopted.For example, in a class exploring science

through drama, students combined science tests (such as

fingerprint comparisons) and re-enactment of possible murder

scenarios. Eventually they wrote a forensic report for the coroner's

court based on their discoveries.

One important way of developing critical literacy is by 

using an established text. In 1996 in NADIE's Phoenix Text project, 

primary teachers from each state began their drama teaching with 

the same text, van Allsburg's The Mystery of Harris Burdick and 

these were reported in the NADIE Monograph. In Victoria, Tiina 

Moore started with a picture from the book showing a girl in 

shadows, lying in bed. Her arm has dropped from holding a book, 

out of which a vine is growing. The picture is sub-titled "MR. 

LINDEN'S LIBRARY He had warned her about the book. Now it was 

too late. Deconstructing this picture her class then built an original 

story in their chosen genre (the supernatural ), based on one 

student's suggestion that "Tess" (as they named the character in 

the bed) had somehow entered the book. In order to develop the 

story, the class drew upon their knowledge of pop culture, using 

jargon from "The X Files", describing Tess as in a state of "forever 

sleep". As teacher in role Moore facilitated them into expert roles : 

doctors trying to suspend their scientific disbelief in the 

paranormal and bring Tess back to life and out of the book. As in 

all good teaching, the drama evolved within a structure set in place 

by the teacher, but filled out in unexpected ways by the students. 

Tiina Moore described her intentions for the lessons. "My own 

practice is rooted in drama for literacy whereby narrative becomes 

·the basis for speculation about story outcomes and for embedding

drama skills and structures. Form and content are intertwined in

improvisational work in order that children first have something to

say and secondly have choices as to how best to say it ... I wanted

every student to feel he/she had an investment in the story and I

wanted the experience to be a strong and memorable end to their

primary years. I foresaw a synthesising of many learned drama

structures and forms within what I hoped would be a good story".

To help the• class create their own story from their exploration 

The Editorial Group ( comprising of representatives of Drama Austra�a state and territory associations) 

wish to publish classroom -l:lrama units that support the use of computer and information technology as 

well as technology outcomes for students in the brq,adestsense. 

Technology involves the processes of exP.loring possibilities and envisioning and developing 
practical, purposeful, and innovative products that meet human needs and wants, utilise 
opportunities and extend human capabilitie.s. Products (artefacts, processes, systems, services and 
environments) are developed using combinations of technology practice, information, materials and 
systems interwoven with considerations of appropriateness, contexts and management. Products of 
technology have impacts and consequences on individ�ls, local anct global communities, and on the 
environment. 

Technology as one of the eight Key Learning Areas is defined as meeting needs and extending 
capabilities. Arising from the general desire to improve human existence, people everywhere and 
throughout time have been creative in extending their individual and collective capabilities.The 
term ' technology' has come to generally describe such things as: the creative processes used to 
develop products, the products created through these processes, the ' know how' related to these 
processes and products, and the tools used. (Queensland Draft Syllabus in Development for the Key 
Learning Area, Technology) 

The units of work may be for early childhood students, primary students, secondary students or students at 
tertiary level. Below are some guidelines if you wish to submit copy: 

ADEM 2001 Guidelines 

Focus: 

Drama and Technology (computer and information 

technology, and process and products) 

Copy deadline: 

Friday 1 December 2000 

Copy length: 

No more than four A4 pages. The unit of work must have 

direct application to classroom practice, but may be 

supported by theory and other literature. Please include 

photographs, samples of student work/responses or any 

worksheets that were generated in teaching the unit. 

Target Audience: 

Teachers of early childhood, primary, secondary and tertiary 

students. The publication will be circulated in both the 

Australian and international drama community through 

Drama Australia. 

Format: 

Copy is accepted on either IBM or Mac discs in text or rtf 

format. Word files can also be accepted. Graphics will be 

scanned so please send good clear hardcopy of graphics or 

images. Images can also be accepted as TIFF, PICT, EPS, GIF 

or JPEG files. 

Please send copy on disc with hard copy to: 

Sandra Gattenhof 

ADEM Editor 

217 Kedron Brook Road 

WILSTON Q 4051 

You may also email copy as an attachment or in the body 

of an email to: factotum@T130.aone.net.au 
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Resource Sheet 2 

use the following list as suggestions to explore Ideas, feeling, experiences and observations. 

Create a collage box of students' findings from the orientating phase. 

Construct work-stations with materials for students to explore, experiment with and move between. Eg. One 

table may be set up with wet and dry drawing materials and the next table with sculptural 

materials etc. 

MA f E RIALS 
A range of surfaces to draw, 

paint and print on such as: 

coloured papers 

corrugated cardboard 

glossy magazine images 

pages from phone books 

newsprint 

round solid shapes of various sizes 

small boxes or containers 

fabric scraps etc. 

A range of natural and made construction 

materials to work with or on such as: 

found leaves, twigs, branches, bark, 

ice, water, sand, discarded plastics, 

bottles, containers, plastic sheeting, 

Explore, combine, apply and use wet and dry 

media such as: 

Paint - acrylic, watercolour 

PVA Glue 

Sand 

Wax crayons 

Thin or thick sticks to scratch through wet paint 

Thick or thin drawing materials to draw over dry paint 

Charcoal 

Felt pens 

Coloured inks Natural dyes or stains 

(beetroot, ochres, marbling inks) 

Chalk Pastels 

Pencils 

Coloured pencils 

Clay 

mechanic objects, parts of bicycles, broken toys, junk etc. Wire, string and twines 

Plaster. 

PROCESSES 
A Range of Techniques and Effects 

Mixing Wrapping Assembling 

Scratching back (sgrafitto) Overlapping Sculpting 

Tearing Segmenting Inventing 

Folding Rotating Sponging 

Joining Inverting Printing 

Layering Repeating Moulding 

Twisting Constructing 
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of the visual text, Moore used a range of drama strategies: for 

example, mantle of the expert, chant, thought tracking, hot-seating 

and writing in role. They reflected in journals, and wrote in and 

out of role. As is the case with many drama lessons, the pressure of 

time meant Tiina had to end more abruptly than she wished. As a 

final task she asked students to write in role addressing the story's 

ending and was pleasantly surprised by the responses: "In several 

instances students who were very self-conscious and seemingly 

minimally involved ... had written poignantly in role. It is always 

worth checking shifts in understanding in more ways than simply 

through teacher observation. Insights often come out of 

discussions ... allotted significance by the luxury of time". 

A second way of developing critical literacy is to use the 

students own experiences. One way useful to establish role 

distance and yet encourage students to apply their real-life 

understanding is to use "squibs", the little fillers in newspapers 

which give the dry bones of a story which may be given more fully 

in the next day's paper. Because these come out of our culture, 

they will be relevant. It is best to find reasonably ambiguous 

stories, where gaps are present or possible, and which has the 

potential to link with the students' experience. One that I have 

used is "The Baby on the Train", which taps into the fact that many 

group shares its presentation ; the spectators are asked to identify 

the seeds of the future problem buried in each role-play. 

Then, six months later, the problem has escalated and each 

baby is a year old. Groups discuss the problems, and elect 

representatives who are simultaneously hot-seated as a panel on a 

TV show discussing childcare : its joys and difficulties. They may 

choose to talk about their difficulties or, reveal them in subtext, 

through voice or body language. 

Out of role, the class can discuss which one of the emerging 

stories they now want to pursue in drama. They can improvise 

different versions of how that baby came to be abandoned, and 

writing tasks of different genres can be implemented : a newspaper 

story for the next day; instructions to railway employees on how to 

deal with lost children; a diary entry by the child's mother; a 

narrative of the child's future life. 

In conclusion drama is a very important way to ensure that 

each of our students develops to the best of his/her abilities. One 

most important way it does this is by facilitating literacy learning 

that is intrinsically purposeful, flexible and dynamic. 
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Enhancing Critical Literacy through Drama 

Julie Porteus 
Invemay Primary 

School, Tasmania 

The Dragon of Mith and the Dragon 

of Wantville - A Process Drama 

imons and Ewing (1998) state, "To be truly literate, 

students need to be able to relate themes, settings, plot 

and characters in the books they read to the contexts of 

their own social and literary experiences.' (p.18). Critical 

literacy can be enhanced through the use of analogy and drama as 

a way of exploring a known text. Dorothy Heathecote used this 

strategy as explained by Betty Jane Wagner (1976) when she 

described Dorothy's strategy as follows, 'she reorders the events in 

the book, raises questions about them, or has the class enter into 

and role play a situation that is tangential or analogous to them.' 

(p.187). The following lesson outline describes how the text The

Dragon of Mith by Kate Walker was used to enhance the critical 

literacy of students through a process drama that used analogy of 

'greed as opposed to silliness' and moved the medieval setting of 

the text into a contemporary social environment. 

Brief Background to the Text - The Dragon of Mith 

be acting sensibly? Students would need to have recognised and 

understood the 'silly' behaviour of characters in the original text, 

thus giving an opportunity to deepen their critical literacy through 

this role play opportunity. A simple process of 'thought tracking' 

used the dramatic element of time to commence the drama. 

Strategy 

In-groups of 3 or 4 the students prepared and presented a role-play 

that reflected the lives of the main characters from the story 10 

years on. They highlighted the behaviours of the following 

appointed characters: Charlotta, Jacob, Mo and Uncle Clem, Mayor 

Pennyworth, Madeline McBride, The Hermit, and Crissy. 

Teacher in Role and creation of the scene 

Purpose 

This strategy offered an opportunity to extend the known narrative 

and to explore the story within the context of a contemporary 

I read the novel to a Grade Two class over a number of weeks. The setting by creating the 'set' of Wantville for the next stage of the 

text is full of delightful and distinctive characters that live in a drama. The dramatic elements that were considered for this stage of 

medieval village called Mith, basically all its residents are 'silly', but the drama included the use of space, time and symbol. 

lovable. When a dragon, with fetish for fruit, arrives in the town 

square one day, all the residents flee to the hills where the hermits Strategy 

live. The dragon has come to give the crown he is wearing to the I went into role as Professor Care from the local University who has 

dragon slayer - the inscription on the crown vows to make the heard about the arrival of a dragon in the city suburb of Wantville. 

wearer 'brave and sensible!' Mith is left deserted except for except The residents of Wantville are very greedy people always wanting 

for Crissy who befriends the dragon, and Charlotta Chittering and things. I believe they even have a Handbook (link with the text -

Jacob Jacobson who plot to kill the dragon. The Mayor turns out to 

be a failed dragon slayer. Jacobson's attempt to burn the dragon 

only brings about its renewal. Finally the Mayor saves the day by 

rescuing the crown from the dragon and the villagers all live 

'sensibly ever after'. 

An outline of The Process Drama 

Opening - Purpose 

The opening was a means of reflecting on the characters from 'The 

Dragon of Mith' 10 years on from where the end of the text. This 

strategy enables students to focus on the meaning of 'being brave 

and sensible' and to explore this attribute through the changed 

behaviour of the characters in the story. How would each character 
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hermits and dragon slayers have Handbooks) that tells them how to 

get everything they want! As residents of the city, the students 

were asked to help me set up a 'map' of the suburb of Wantville to 

help with my investigations. This process was carried out by 

students placing A4 sheets with computer graphics that 

represented venues in various places within the room. (The icons 

you choose need only be a simple visual representation for the 

students.) Venues included: A mall, MacDonald's, a park with train 

rides, a swimming pool with water slide, a Roller World, a Kmart, a 

movie theatre, a ToyWorld and a supermarket. 

Through this process the room was converted into a 'set' of the 

suburb of Wantville in readiness for the next part of the drama. 

Resource Sheet 1 

Ji�aw Gallery 
[Teacher to insert fictional address which should be in the local area] 

[Insert date] 

Dear [insert class teacher's name], 

You have told me so many times about how clever the students in your class are at solving problems. 

Well, I have a real puzzle and am hoping that they will be able to help me solve it. 

As you know we are preparing for the opening of our Pigs Can Fly exhibition next week. This is a really 

important showing for us and the future of our gallery depends on this exhibition being a success. 

Some very strange and mysterious things have been happening as we have been setting up for the 

exhibition. Each morning when we arrive at work one of the art works has changed position. Sometimes it 

is a painting turned to the wall. At other times sculptures have been turned around or moved to a different 

location. Nothing has ever been damaged and whoever is doing this has been careful not to scratch or 

spoil any of the art works. 

Would your students be able to assist me in uncovering the solution to this mystery? I wondered if they 

might come in 'undercover' as assistant curators of the exhibition and put together any clues they can find 

to uncover the perpetrator of these deeds. 

I would also like to invite your students to contribute their own 'pig' artworks to the exhibition. I look 

forward to seeing the imaginative and exciting range of artwork your students have made. 

Yours faithfully, 

Terry D' Artz 

Curator 

Jigsaw Gallery 
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afraid there is no mystery. I did it. I did it to try to get some 

publicity. I'm so sorry. I feel dreadful. I needed some help to 

publicise this exhibition, now I've even lost your good will. What 

can I do? 

• Out of role students reflect on action so far and decide whether

or not to continue to help.

• Students select one or more of the 101 pigs and make

modifications such as a half pig, half frog/person/car or give 

the pig a secret identity. 

synthesising 

Phase 5: Working towards possible solutions 

• Teacher-in-Role continues to ask for help for the opening of the

gallery and assures the students that with their help the

opening will draw the required crowd and the gallery will be

saved. Either in or out of role the students discuss the 

consequences of agreeing to help curator get some publicity for

the exhibition. Think-pair-share ways of doing this. List them.

• In groups or whole class discussion consider better ways of 

raising awareness about the gallery and the showing in the 

community. 

• Rehearse and polish the presentations from earlier to present as 

'The Mystery of the Flying Pigs' on the night of the gallery

opening.

• Design posters to promote the 'Pigs can Fly' exhibition using

one or more of the following ideas:

- What happened the night the pigs flew 

- When the pig grew wings they saw ... 

- The mystery of the flying pig 

• Students design a display of the modified pig images for a 

particular space such as the classroom and/or the wider school 

community. Incorporate the poster designs as part of the

students' display.

• Invite guests {An audience of parents, peers or other classes 

from the school) and hold gallery opening and share drama 

presentations. 
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Phase 6: Reflection/responding/evaluating 

• Whole class discussion in response to the drama, identifying 

elements and conventions that were used. Analyse effectiveness 

of the use of those elements and conventions.

• Students may write in role at any point in the drama. They may

write a diary entry or report as detectives, curators, or Terry

D'Artz.

• Students select images and objects from the exhibition to

conduct peer and self-assessments. Discuss your individual or 

group's work, identify, describe and compare made images and

objects.

• Write, discuss or illustrate personal reflections of problems

faced or encountered in visual journal, folio or notebooks.

Profile 

- Deborah Ruellan

Deborah Ruellan is a Visual Arts and Dance practitioner and teacher who 

has studied, exhibited and taught in Queensland, Victoria and the United 

Kingdom. Currently, Deborah is an Arts Project Officer for the office of the 

Queensland School Curriculum Council. As one of the members of The Arts 

project team she is developing the years 1-10 Arts Syllabus, Sourcebook 

and Initial In-service materials for implementation in Queensland 

Schools. Deborah's focus in the arts team is to manage the Visual Arts 

strand of the emerging curriculum document. 

Profile 

Madonna Stinson 

Madonna Stinson is currently employed as an Arts Project Officer by the 

Queensland School Curriculum Council where she is working as part of 

the team writing the forthcoming syllabus in The Arts for Years 1-10. 

Previously Head of Performing Arts at a large Brisbane high school, she 

has taught in the primary, secondary and tertiary sectors both here and 

in the United Kingdom. Her Master's thesis focused on play-scripts for 

youth theatre and their connections with both popular culture and 

traditional theatre forms. A founding member of Red Jam, a 

collaborative women's performance group, she writes and performs when 

she can. Madonna is currently undertaking doctoral studies at Griffith 

University. 

The Residents of wantville • A Role Play 

Purpose 

The next stage in this process drama was to allow the students to 

take on the role of a resident of Wantville to explore 'a situation 

that is tangential or analogous' to a known text. It was considered 

that this strategy within the drama developed an element of 

tension to the narrative. 

Strategy 

I explained to the students that they were to become a resident of 

Wantville at a particular venue within the city. Working in small 

groups the students developed characters and then created and 

shared a role-play relevant to their venue, which involved an 

argument because of the nature of the greedy residents of 

Wantville. Examples: Ordering too much food at MacDonalds, 

'pushing in' at the pool's water slide. 

capturing the crown - Teacher in Role and Role-Play 

Purpose 

This strategy allowed the students the opportunity to investigate 

role reversal within a consistent context. Students could reflect and 

their role-play as greedy residents of Wantville and then explore its 

antithesis, generosity. As well as enhancing critical literacy of 

students this strategy had the added bonus of exploring issues of 

morality. The dramatic element created a closure for the process 

drama. 

Strategy 

Again going into role as the professor, I mimed going to the 

imaginary Dragon in the Mall and removing the crown from his claw 

and read: 

'WHOEVER WEARS THIS CROWN SHALL BE RULER OF ALL THE LAND 

AND GROW LESS GREEDY EVERYDAY AND WILL HELP OTHERS TO DO 

THE SAME.' 

I asked, could you now show me how the people of Wantville 

behave following the release of the crown from the Dragon so I can 

finish my report for the University? 

Working in the same groups, at the same venue in the city, 

students created and presented scenes appropriate to their changed 

state - generous citizens of Wantville. 

Profile 

Julie Porteus 

Julie is a grade 3/4 teacher at Invermay Primary Launceston. She is a 

part-time tutor at the University of Tasmania in Drama in Education for 

Primary and Early Childhood Students. Julie is in her final stages of 

completing a Master of Education, researching teachers' perceptions of 

drama in primary classroom. 
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Beryl Chalk 

Edith Cowon 

University, 

Western Austrolia 

'The Journey Home is the 

Only Journey' 
Story, Drama and Imagination - Transition K-1 

'[S]tories can support individual and collective transformation and growth' (Ellis, 1999, p.1). 

rama provides a context in which 'the significance of 

the experience creates the extent and depth of 

meaning for each individual' (Chalk, 1996, p.20). It is 

the extent and depth of meaning for the individual 

within the collective that is Year 1 that transforms and allows the 

young constructor of literacy to grow. It is through the power of 

story and drama that we can connect with each other and the 

world. Stories affirm our experiences and help us make sense our 

inner and outer worlds '(N]arrative offers a way of reconciling the 

opposites of here and now reality and the reality of the 

imagination, the dual landscape of life' (Bearne, 1992, p.145). 

'[L]iterature can help us perceive reality in fresh and new ways' 

(Sipe, 1999, p.24). 

The transition from Pre Primary to the more formal Year One 

situation can be quite traumatic for 5-6 year children. The trend 

towards locating Pre-Primary centres within the main school 

campus have helped to relieve the anxiety of starting 'big school'. 

Teachers can put together a program which minimises the stress of 

dealing with a new situation and maximises children's imaginative 

intelligence (Courtney, 1995) to make school an adventurous and 

nurturing experience. 

When I see a class of five year old children on their first 

day of school carrying their new school bags packed with new 

possessions I am reminded of the Archetypal Fool who sets out on 

his journey of discovery with his 'potential' tied in a bundle which 

dangles carelessly over his shoulder. I always wonder how well 

equipped these children are for their journey which may last twelve 

years! It is an awesome thought that developing this potential, the 

promise within each child, is partly my responsibility. It is the 

adult educator's role to support the child as she/he grapples with 

individual growth and the demands of the educational setting and 

program. The feelings students experience in the first year of 

school may continue to shape attitudes throughout their future 

schooling. 

A few years ago my Year One students came to me as an 

'unsettled' bunch - this happens sometimes and I call it the 

'chemistry of the group'. It was a bit like having 29 Madeleine's and 

Colvins and by 9:30 am I was ready for a rest! When planning my 

term overview I decided to focus on story, drama and other 

expressive arts to ease their transition into formal schooling. I 

hoped that this scattered bunch would develop some cohesion and 
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that I would reach lunchtime with enough energy to chat with 

colleagues! 

So I decided to design a transition program using story as 

the catalyst to create an environment in which each student could 

develop the inner resources to take risks and develop a sense of 

belonging and security within the classroom and hopefully the 

school. 

I selected stories which had some form of journey and 

planned activities around each story which included: reading the 

story aloud; drama - role play, mime, guided visualisation, puppets, 

story opera, story circles, body sculpture and sound scapes; 

discussion and other art work such as painting, collage, mask, 

collograph prints and clay sculpture. Literacy was embedded in 

these activities as I also planned for shared book reading, modeled 

writing, word searches, text innovation from which we produce our 

own Big Books, writing, oral retells, story maps from 3D to 

illustrated. (Latham and Sloan, 1980). Music in the form of 

rhythmic speech ensembles (Nash, 1969) is always part of my 

literacy program as I believe there are many literacies. Phonemic 

awareness skills require a sensitivity to the natural cadences of the 

spoken language - what better way to do this than clapping, 

stamping, and moving the body to the rhythm of a sentence? 

Shakespeare' s iambic pentameter, which emulates the heart beat 

(daDA, daDA, daDA, daDA, daDA) gets stamped and jumped around 

my classroom, using chants such as, I came to school and mode a 

friend today! 

My own objectives were: 

• to develop a program and environment in which each student

would have the opportunity to come to terms with emotions

experienced as he/she adapts and adjusts to formal schooling

and learn that all emotions are real and necessary with an

appropriate means of expression;

• for the children to learn that all humans long to have a home

where identity is affirmed;

• to develop a sense of security and explore the emotions

triggered by experiences of 'departing' and 'returning' ;

• to build inner resources to develop a sense of self identity; use 

the imagination and creative expression to explore, develop and 

events leading up to the letter. 

• Students are provided with bags of clues, one for each group, ,

for example,in one plastic bag - a replica of a footprint, a

paperclip tied to a piece of string, an old bus ticket, in

another: a piece of torn cloth, a bent nail, a business card from

an art supplies shop. The clues should suggest some of the

characteristics of the person who left them.

In groups they work out a range of possible scenarios that

explain the mystery.

• Students in groups devise and present one selected scenario as 

a set of three freeze frames with captions. The freeze frames

show the beginning, middle and end of each scenario.

• Explore brainstormed ideas about pigs by applying and

experimenting with: materials and processes listed (see

Resource Sheet 2) and visual art and design elements of line,

shape, texture and colour.

• Students consider the possible display space for their gallery

presentation and exhibition.

• Class discussion about the narrative so far. Encourage the use 

of related terminology as listed while the discussion progresses.

• Students experiment with visual art and design elements of

line, shape, texture and colour through space, balance, contrast

and pattern. Use brainstormed ideas about pigs as stimulus for 

experiments which may include: 

Placing the pigs in different positions on the page, in the 

corner, in the centre, overlapping another shape to explore 

spatial relationships. 

Students balancing shapes and colours for example using 

only two colours to create an image, how much do you need 

of each colour in the picture. 

Contrasting shapes and textures and experiment with dark 

-colours against light colours (light attracts your eye and

dark recedes) to create contrast.

Design a simple pig motif (two dimensional or three

dimensional) and experiment by repeating, colouring,

rotating design, make it get larger and gradually smaller to 

make patterns.

Enhancing 

Phase 3: Developing the narrative and experimenting 

• Discuss (or re-present and discuss) possible scenarios. List

under: Probable, Possible, Unlikely (Thanks to Sandra

Gattenhof for this strategy.)

Agree on the most probable scenarios.

• Role-on-the-wall the perpetrator. Whole class or small group

activity. The outline of a body is drawn on a large sheet of

paper. Inside the shape record the information we know about

the perpetrator (drawn from the clues). Outside the shape,

record some suppositions that might be made. Teacher suggests

preparing scenes for television crime program such as 

Crimewatch or Australia's Most Wanted. The class decides on 

how the classroom can be converted to an art gallery? This will 

provide the setting for the scenes. 

• Students work individually and in small groups to design and

make 101 pig images and objects to develop ideas for 'The Pigs

can Fly' exhibition. Make no two pigs the same.

• In small groups students choose one of the most probable

scenarios. Each group prepares a freeze frame that shows a key

moment from the scenario. As each group presents the freeze

frame, the other groups provide a caption for the freeze frame

the caption becomes the title for the scene.

• Each group develops the freeze frame into a short scene (up to

two minutes) that intends to share the action with an

audience. Scenes prepared for showing on the television

program.

• Rehearse and polish scenes.

• Arrange all the pig experiments on horizontal or vertical

surfaces as a class - discuss what experiments are successful,

what you like and dislike and why certain pieces are more

successful than others. Identify and compare images by

discussing and identifying the elements (line, shape, texture,

colour), concepts (space, balance, contrast, pattern) and ideas

in their own and others' work.

• Consider audience, voice (including warm-ups), how best to 

convey role. 

• Define space to create a performance space. The space may be

defined by: twigs, fallen leaves and branches, found objects

rulers, pencil cases and pencil, rope and/or fabric furniture. You

may wish to make it in the outline of a pig.

Phase 4: Adding a complication and developing 

• While students are rehearsing the teacher interrupts their work.

As Teacher In Role s/he confesses that s/he is the perpetrator.

Perhaps by using the following:

You have all worked so hard and come up with fantastic ideas 

about what has been happening in the gallery. Come here, sit 

down and listen carefully, I have something very important to 

say to you. I've made some notes so I don't forget anything. I've 

been working on this exhibition for a long time. I had the idea 

last year and have spent ages contacting artists, trying to get 

sponsorship, and promoting the idea. It is the most important 

exhibition this gallery hos ever had. If this exhibition fails then 

the gallery will have to close and I, and the others who work 

here, will lose our jobs. I don't want to do anything else but this. 

You see I'm counting on this exhibition being a success. But I 

don't seem to be able to get much interest. I have got no 

sponsorship. No one seems interested. No one was coming. So ... 

That is why I moved the pieces in the exhibition around. I'm 
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Deborah Ruellan 

Madonna Stinson 

Queensland School 

Curriculum Council, 

Queensland 
Pigs Can Fly 

his article is a summary of a module that will be 

published in 2001 as part of the support materials for the 

forthcoming Queensland: The Arts Years 1 to 10 Syllabus. 

The module has been written to allow for complementary 

learning in drama and visual arts. Drama provides the context for 

the Visual Arts learning and Visual Arts provides the location for 

the Drama learning. Students are involved in a mystery that 

provides the context for decision making and exploring ways of 

solving visual, spatial, verbal and sensory problems. The complete 

module contains worksheets, ideas for assessment and more 

detailed explanations of activities. 

Activities are based on the following core learning 

outcomes from the drama and visual arts strands of the draft 

Syllabus 

Drama outcomes 

DR3.1 Students negotiate, in and out of role, a range of 

situations and narratives. 

DR3.2 Students rehearse and present dramatic action for a 

specific purpose. 

DR3.3 Students discuss and interpret the learnings and 

understandings developed through drama experiences. 

Visual Arts outcomes 

VA3.1 Students design, make and modify images and objects 

applying elements and additional concepts to construct 

intended meanings. 

VA3.2 Students make and display images and objects 

understanding the functions of informal and formal 

display. 

VA3.3 S tudents compare elements and additional concepts of 

images and objects from a variety of cultural and 

historical contexts. 

overview of activities 

Orientating: A letter to the class announces mysterious activities 

at the art gallery. The chief curator asks the students for help and 

they are enroled as assistant curators. Ideas are brainstormed and 

the clues are unpacked. 

Enhancing: The most likely explanations for the mystery are 

selected. The students develop scenarios into short plays. Students 

make 'pig'-related images and objects that will provide the setting 

for the short plays explaining the mystery. 

Synthesising: The curator confesses to misleading the children and 
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explains the reasons. Students decide whether or not to continue to 

assist, and are asked to collaborate in devising a plan to present 

and display their work in the 'art gallery'. The students present 

short plays explaining the mystery at the 'gallery' opening to an 

invited audience 

Before commencing: Teacher and students should agree to work on 

a drama/visual arts course of study. It is important to have an 

informal 'contract' at this point especially if the class is unfamiliar 

with working in a drama/playbuilding way. 

Orientating 

Phase 1: Enroling and Discovering 

• In response to a request for help (Resource sheet 1) students

brainstorm what they will need to know to fulfil the

requirements of the request.

• Students research/investigate/discuss/ the role of gallery

curators to be able to enrol in 'Mantle of the Expert' as

Assistant Curators for the drama.

• Create a concept/mind map about Pigs. (Consider what images

and objects could be in the Pigs can Fly exhibition)

• Brainstorm ideas with students to create a list of action words.

Imagine if pigs can fly, pigs can dance, pigs can snorkel, pigs

can pole vault, pigs can ...

• Discover and collect images and objects of pigs from a range of

timeframes and sources, find pictures in books, magazines.

Look for stickers, badges, poems, stories, pigs in art, pigs on

the net etc.

• Students could also make name badges/identity cards to be

worn during the drama to signal when the students are in or 

out of role as assistant curators.

• Students prepare an enroling ritual or signal to signify the

stepping in and out of role.

Phase 2: Building Belief and Exp Loring 

At the Building Belief stage it is important that the students 

recognise (and go along with) the pretence. When in role the 

teacher models changes of voice, language, gesture and posture. 

Allowing time for reflection, when both teacher and students are 

out of role, develops students' ability to distinguish between 

moments of dramatic action and how to use the terminology of 

drama to describe these. 

• Teacher goes into role as curator. The students in role as

detectives interview the curator, asking questions about the

reach understandings about their new experience for which they 

may not have adequate verbal expression; develop a feeling of 

mystery and wonder about the world and learn that his/her 

questions are important and worthy of exploration and develop 

the confidence to ask questions; understand that some things 

in life are constant and to identify some of these; 

• to understand that things and circumstances change and our

inner resources can help our adjustment to and acceptance of

these changes.

The Rainbow Rider (the stories I worked with are listed at the end 

of the article) was selected on the theme of loneliness and how to 

make friends. This text demonstrates the use of inner resources to 

overcome loneliness and at a subtle level it deals with choices 

about making friends, i.e., not all approaches in the name of 

friendship will work. 

The drama activity 

After listening to the story and our discussion which follows story 

time I interpret the inevitable "is that true?" to mean, "is part of 

me in that story?" (Meek, 1977) we did partner sculpting. (Body as 

text). One child had to sculpt the other into a shape which said 

'sad or lonely'. 

We then had a mat session in which partners demonstrated 

their sad sculpture. I was surprised at the understandings and 

knowledge the children demonstrated about body language which 

was evident in their comments and the amount of discussion and 

humour they generated. Of course, the hidden variable for the 

success of this activity is the ability to work collaboratively 

(negotiated decisions) which requires discussion, description, 

giving directions and explanation. (Speaking and Listening). 

Following the sculpture session we formed a circle and a 

large ball made of crepe paper was introduced. The children threw 

the ball across the circle and the child who caught it wrapped the 

paper around her/his wrist saying 'friends are good for' then threw 

the ball to another child. As the ball is unwound critical decisions 

on rules are created, eg, what to do if the paper breaks. The 

children are developing sentence structure and engaged in natural 

language of social interaction, Cambourne's (1989) 'immersion' and 

Sloan and Latham's (1980) 'vividness'. As the session neared its 

natural completion one of the students yelled, 'we' ve made a web!' 

I pinned the crepe paper to the floor with thumbtacks and one 

student exclaimed, "Its like a rainbow on the floor!" We 

spontaneously decided to 'walk the rainbow' (evoking the labyrinth 

or dromenon journey to the centre and out) and became very 

absorbed. They all stopped at the end of the rainbow to make a 

wish and some children spectacularly 'leaped' from the end with 

comments like, "here goes!" , "catch me !" , "I hope I can fly!" all 

of which goes to support the comments made by Bearne (1992) and 

Courtney (1995) that children live in a dual nature of pretend and 

reality which, I believe, longs to be expressed. I love it when the 

activity 'takes' and the children start to drive their own learning as 

in 'let's walk the rainbow!'. I get a sense of art becoming 'high play' 

where the learning is multi modal engaging many intelligences and 

developing many literacies. 

I'll just mention that in the story Going Home a boy in 

hospital uses his imagination to deal with separation from his 

family. It is through the imagination that we can envisage what is 

not present, the past, the future, the absent and the unreal, to 

think about things that are not present to the senses (Warnock, 

1986). 

One of the activities was again a body sculpture to show 

the concept of 'home'. I also asked the children to bring in sheets, 

blankets and pillows one day and we spent the afternoon creating a 

'home' using the desks and chairs. (yes, a high noise tolerance is 

required!) 

The body sculptures indicated that the students had moved 

beyond the word 'house' being synonymous with 'home'. Two 

students hugged each other, another student sat on a chair and his 

partner knelt and placed his head in his lap, two students curled up 

on the floor. It was quite a moving experience to witness these 

young students expressing their ideas with depth and sensitivity. 

The modeling clay work produced some evocative pieces. The 

following are a few examples: a small boat in which the student sat 

holding onto the anchor; a mother figure standing with arms 

outstretched; a cat arching its back; a plate for each member of the 

family piled high with food; a child bouncing a ball. 

sculpture with Furniture: 

Eventually, after students had decided who they were going to work 

with etc, they settled down to the construction process and the 

chaos started to take form. I think this exercise is a significant 

metaphor to express the beginning of the school year, it really must 

seem chaotic and formless to many of the children. 

It was fascinating to observe the amount of re-building that 

occurred with quite a few squabbles and debates, however, these 

seemed to sort themselves out and required little intervention on 

my part. Finally the students decided to make the structure one big 

home with tunnels and secret entrances. They quickly created a new 

world and began to role play. 

As I accepted an invitation to 'come through the tunnel 

into our secret room' and crawled along the floor with my tiny 

guides I felt a sense of 'we've made it'. My Madeleines and Calvins 

were still a bunch of individuals but I knew they'd transformed into 

individuals who felt safe enough to up end their desks and chairs 

and make a place with secret tunnels and entrances. This is the 
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magic of drama. 

I selected the following stories and I have included the 

activates and my reflections on those from The Rainbow Rider and 

Going Home. 

stories used in the Program 
Kennedy, M. (1980). Wings. New York: Scholastic Book Services. 

Sendak, Me. (1963). Where the Wild Things Are. London: Penguin 

Group. 

Wild,.(1993. Going Home. Sydney: Ashton Scholastic. 

Valen,. (1974). Rainbow Rider. New York: Thomas Y. Crowell 

Company 

Zolotow,. (1962). When the Wind Stops. London: Harper and Row. 
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Bery1 Chalk has a Diploma of Education, Graduate Diploma in Reading 

Education and a Masters of Education (drama studies) from Edith Cowan 

University, WA. She is currently a PhD candidate with the University of 

Western Australia researching the expressive arts (drama) as a means to 

reflect on the construction of identity. Beryl was a Junior Primary teacher 

with Education WA for 30 years and during that time she was Teacher in 

Charge of a Reading Clinic and a Project Officer with the First Steps and 

Monitoring Standards in Education Projects. She is in her fifth year as a 

sessional teacher of Drama in Education and Literacy at Edith Cowan 

University. 

The layered activities that followed built belief in 
their characters. 
The Chinese village and temple tour, sharing rice and green tea, 

writing names in Chinese characters, obtaining licences, writing 

home to family in the Kwangtung Province near Hong Kong and 

gold panning were all carried out with the children maintaining 

their role. 

What can we learn from history? 

The Adelphi Theatre Company's presentation of "Chinese 

Whispers" makes that transfer. The play uses the historical theme 

of racism towards the Chinese to address bullying in schools. 

Watching this play was how we finished the day. We were able to 

develop a wealth of follow up activities back in the classroom 

which dealt with this issue. 

Nancy, a nine year old student of 

Egyptian descent has the last word. 

I thought that we would only have parts of the day 

in role as Chinese Miners. I loved how it went all on all day. 

The Sovereign Hill actors were very good. 

They made me feel like I was really back in 1856. 

There are no differences between people except how 

they look and speak. So why did people treat the Chinese 

so badly. I now can feel what it must have been like. 

You shouldn't tease people just because they are different! 

Students in role as the Chinese Miners 

Staff of the Sovereign Hill Education 

Service in role on the day. 

More information about the program can be obtained through: 

Sovereign Hill Education Service Homepage 

http://www.soverei gn hill.austasia.netf education 

-

Profile 
Geraldine Peters 

Geraldine Peters is currently a primary school teacher at Eltham College in 

Victoria. 1999 saw her change from teaching a grade one class to grade 

four. 

Geraldine is at the moment trying to juggle family life, full time teaching 

and returning to study. Enroled in Melbourne University's Depatment of 

Language, Literacy and Arts she has undertaken a pilot study of her 

practice as a way of preparing for her thesis for her Masters degree. 

Teaching using "the Arts" particularly Drama, as the main vehicle for 

learning has been her passion and now researching this passion is 

proving challenging. 
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The Sovereign Hill Experience 
Geraldine Peters 
Eltham College, 

Victoria 

A model of working with community based educational theatre 

In an historical context. 

he grade four curriculum at Eltham College is imbedded 

in a year long study of early Australian history from the 

time of white settlement. The children are immersed in 

the historical study in many ways. Research, model 

and projects form an integral part of the study. Teacher 

and Student in role and mantle of the expert drama structures put 

the students in the time and place historically. 

Each student takes on a role as a "goldseeker" in 1855. I 

happen to be the commissioner of the area where they begin to 

experience "Goldfever." 

So the Who, Where, When of the role is established. The 

dilemmas "Will I open a shop with my fortune? Will I leave tent 

city? arise as I inject dramatic tension into our story. 

There have been many structures published about "doing 

gold" in primary schools in Australia and thousands of teachers 

have used the model above usually from the European goldseeker's 

perspective. 

In 1999 a huge injection of belief was given to the 

program. What if we tackled the issues of conflict and racism on 

the goldfieds by feeling what it was like to be Chinese in the 

Ballarat district in that era? 

The following is an account of a project undertaken by 

myself and Sue Pohl from The Sovereign Hill Education Service. 

What was going on here? was It s.o.s.E.? 

was it Chinese? was it Literacy? 

It was all of the above. 

A fully integated experience with Drama as the vehicle for learning. 

The crunch, crunch, crunch of feet on the gravel. We will as 

educators, never forget that sound. 

Forty three grade four students being marched in single file up the 

main street of Sovereign Hill in full costume. 

A teacher of Chinese, our Drama Specialist Teacher, two classroom 

teachers and six parents watched in awe as an experience that had 

been six months in the planning unfolded before our eyes. 

The classroom teachers'curriculum documents for our Goldfields' 

Unit of work had stated learning outcomes as follows: 

• Provide an opportunity for the children to experience life on 

the goldfields in the 1850's.

• Understand the hardships endured by the people who lived on 

the goldfields.

But nothing we had written could have prepared us for the 

understandings developed in one day in this amazing setting. 
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Sovereign Hill is a living museum in the Victorian 

country town of Ballarat. Teachers book their classes into 

sessions that cover all aspects of Goldfields' life. Sue 

Pohl, one of the talented team from the Sovereign Hill 

Education Service had devised a program for our grade four 

students entitled Chinese on The Goldfields as part of their 

extensive Asian Studies Program. 

Parents had organized working bees to create 

authentic costumes from large bolts of calico. Students 

had created their own pigtails out of black pantihose and 

hats out of cardboard. 

Teachers had scoured the notes sent by the 

Education Service providing the students with the factual 

knowledge so important for engagement of feelings. 

The original Chinese miners had marched in single 

file from Robe in South Australia when the Victorian 

Government refused entry to "any more" Chinese miners. 

By 1857 there were 23,623 Chinese on the Victorian 

goldfields. Government officials decided to group the 

Chinese into communities of their own. Most of the 

Chinese arriving had no idea of what to expect or how to 

behave in a 'Western'country. The Europeans objected to 

their presence on the goldfields. 

I remember stating to our Drama specialist after 

the first hour that anything that unfolded from then on 

was a bonus. 

The students were in role as Chinese miners. For 

the week before the excursion the students had had 

extensive briefing on what to expect. Education Service 

Staff and members of The Adelphi Theatre Company took 

on a range of patronising or racist roles and treated the 

students just as the miners would have been treated in 

those days. These roles were based in ignorance and 

provided the dramatic tension. 

Why didn't you tell me they were coming! 

Give me more notice next time! 

They all look the same! 

Another lot! 

Go back to where you came from! 

Look at the way they eat ! 

These were statements that rang out as they were marched 

around the streets of Sovereign Hill. 

The Mask and Literacy 
Primary Focus 

Barbara Blackburn, 
Armadale 

Primary School, 

Western Australia 

This unit of working with Mask was presented for the Year 7 students at Armadale Primary School with 

teacher Mary Craen. Humans throughout history has used masks. They are still important in theatre today. 

Using masks as a teaching tool allows students to explore movement, voice and other worlds. Masks have 

the power to enhance and liberate students vocally and physically. 

LESSON INTRODUCTION 

The lesson experience began for the students with a shy Mask 

entering the drama space needing help. 

The lesson began with a short introduction to the history of 

mask, visual examples of a variety of masks for students to explore 

together with pictures of masks used in different cultures. 

It is important students are encouraged to respect the mask 

and its use in stage presentation. Advising the students that the 

actors prefer not to put on their mask in front of an audience. 

The actor turns away to put on the mask, turning back to 

the audience, therefore presenting the mask, not themselves. 

At the conclusion of the performance. The Mask once more 

turns from the audience removes the mask, holding it in their hand, 

Showing the audience Mask and Actor once more as themselves. 

Lesson: 

Exaggerated body movements 

Students' masks are laid around the room or on tables if possible 

and everyone looks at all masks on display. Students should try to 

avoid touching the masks with their hands, any gesture that 

involves the face must be made without actually touching the face. 

Here the leader can demonstrate the technique with their mask. 

Exercise 1 warm-up work 

Students explore the room looking at the chosen objects this time 

through the eyes of the mask. Moving through the space with the 

masks movement pattern. 

Exercise 2 

In Pairs: A: unmasked. 

B: masked. 

A: Calls out an emotion, The Mask must adapt the body and angle 

of head to create the emotion. 

Reverse the exercise. 

Students now practice a mirror movement together. 

Reflection: 

If students have participated in a mirror movement exercise in 

drama, discuss any difference while wearing a mask. 

A ball game can be played wearing masks with the same reflection. 

• Place a chair in the centre of the drama space and have the

students one by one enter the space and sit on the chair

adopting an attitude or emotion that suits the mask.

Exercise 3 Titanic - small groups 

In this section students are asked to create three tableaux pictures 

on the 'Titanic'. They may be any characters from passenger or crew. 

Tableaux One: What they were doing just before they were told 

the ship had struck the iceberg? 

• Movement when working with masks requires us to use our

bodies in an exaggerated manner to create believable

characters, therefore, our non-verbal signals need to be clear to

other actors and our audience. We can no longer use facial

expression to convey nuances of meaning.

• Everyone is encouraged to find an unusual larger than life

movement, keeping the face as blank as possible.

• Move around the drama space greeting each other.

• You may copy other people' s movements. Should you see

anyone using your movement, immediately change yours.

• Begin a movement pattern leading with different parts of your

body. 

• The leader can suggest some movement patterns that lead with

- chin, hips, and knees.

• Encourage students to explore their own areas of the body to

lead with.

Reflection: 

Discuss the kind of character the different actions suggested. 

• Students collect their masks ( or use one supplied). Placing the

mask beside them. They select five objects to look at in the

room, allowing their eyes to lead the body. 

• Next, placing the mask on their hand, using the arm as a spine,

they allow the mask to look at the objects selected.
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• In a relaxed position students look carefully at their mask, 

noting what personality it might present. Students are asked 

to focus on the question : How might the mask move to reveal 

its essential qualities? 

Turning away from the group, students put on their mask 

adjusting it for comfort and vision.

• Students then move through the space reacting to each other. 

Students should be aware of body movements and try keeping 

the face of the mask forward to the audience or person you are 

reacting to. 

Tableaux Two: What they did when told the ship was sinking? 

Tableaux Three. What they did when the ship was sinking? 

The class is given time to prepare the three tableaux and these are 

then shared with the whole class. 

The same kind of exercise can be developed using 

• Creation of Rituals

• Fantasy worlds, with storyteller

• The creating of the world in the Big Bang

• Improvisations based on simple situations. 

In each case the exercise/s should focus on mask technique and 

how the mask can assist to tell a story. 

Profile 

- Barbara Blackburn 

Barbara is currently Vice President of DramaWest. She is a retired 

secondary drama teacher who is still very much 'on call' as a drama 

workshop facilitator for both students and teachers. 

Source: Mackay Daily Mercury, 4 April 2000 (Both articles) 

Stimulus 

'Stolen child' slams government claims 
by Meredith Davison 

M ackay woman who was torn away from 

her family more than 52 years ago 

who has lived through this," Mrs McDonald 

said. "We don't want compensation or 

yesterday lashed out at claims that there was anything like that. "All we want is the truth 

no such thing as the stolen generation. - for it to be taught in schools and be 

Veronica Anne McDonald, of Bakers acknowledged. 

Creek, is a member of the stolen generation. "My daughters are fair with green 

Mrs McDonald said government representatives eyes and my granddaughters are blonde -

such as Aboriginal and Torres Strait Islander how do I explain to them about their 

Affairs Minister Senator John Herron and Aborigi nal heritage. There are three 

Member for Dawson De-Anne Kelly were generations of Aboriginality lost. "Senator 

"ignorant to the plight of people who had lived 

through the stolen generation'. 

She blamed Mrs Kelly for not taking 

Herron said only 10 per cent of a generation 

were taken from their families but cannot 

qualify what was really lost." Mrs McDonald 

the time to develop a better understanding of said that for more than 50 years records of 

the stolen generation and the impact it had her life were kept hidden from her. "I was 

on families and people's lives. "Mrs Kelly has told lies - I was told that my father had left 

never been interested enough to meet someone me because I was black scum - I later found 

Kelly weighs into debate 
by Meredith Davison 

out that in fact he died off the shores of 

Mackay in a cyclone. "This is what was 

happening and the government let it happen." 

Mrs McDonald said records of basic 

medical, dental and academic information are 

still with held. "It's not our information but 

the government's apparently. I don't have the 

right to my own records." 

Mrs McDonald said all she wanted was 

acknowledgement of what happened. "I just 

want people to realise that it did happen and 

that what happened was wrong. "We have to 

do this to be able to grow as a nation." 

C laims that there was no "stolen generation 

" have been backed by Member for Dawson assessment of an independent qualified Sydney Olympics would be marred by violence. 

De-Anne Kelly. organization and, to the best of my knowledge, "She said statements such as "if you want to 

The claims were made by Aboriginal was never contradicted or challenged at the see burning cars and burning buildings, then 

and Torres Strait Islander Affairs Minister that time by the then ALP Government. come over (to Australia)" and the description 

Senator John Herron this week. Sen Herron said "Senator Herron's statement using this figure of Australia as a "fascist, racist nation" made 

only 10 per cent of Aboriginal children had was an honest and realistic one which put by Mr Perkins were "disgraceful, divisive and 

been removed from their families in the past the stolen generatio claim into its proper provocative". 

and that this estimate denied the claim that perspective. "We can only achieve true 

there had ever been a "stolen generation". "As reconciliation if we deal with the facts calmly 

the Prime Minister has pointed out, the 10 per and honestly." 

cent estimate was made by the Australian Mrs Kelly also criticized Aboriginal 

Bureau of statistics in 1994," Mrs Kelly said. activist Charles Perkins for comments made 

"It was the informed and scientific during a British radio interview that the 
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text. 
• Revisit models of persuasive texts.
• Use Top Level Structure to construct arguments supporting your

thesis. 

Synthesising 

• Devise and present a series of three freeze frames depicting the
concept of "Loss".

• Write, edit and publish a persuasive text expressing their
opinion of "The Stolen Generations".

Evaluation 

Comment on the quality of the following: 
Learning Activities; Teaching; Resources; Learning Environment; 
Language performance of students 

Implication 

1. Next unit
2. Next Time Taught

Drama Lesson 

Prior to the actual drama lesson students participate in a quick 
warm-up session so they can get their body into gear, loose some 
inhibitions and avoid muscle strain. Students are also reminded 
about safety issues associated with lifting and bumping into 
furniture. They are also reminded about the need to respect other 
classes' right to learn by not making excessive noise. 

• Explore using drama the concept of "Loss". E.g. Use freeze
frames to depict the following:

4) Before ( Explore alternative scenarios)
5) At the moment of Loss
6) After

• Add captions to the freeze frames
• Hot seat: Find out whose story was being depicted by the group

and have the remainder of the class ask questions. 
• Two Word Script:
a) Students are as ked to dramatize a single frame from the freeze

frame activity where each line consists of two words or less. 
b) Students are asked to dramatize a single frame from "stolen" 

child's perspective. 
[Family are watching TV when they hear a knock at the door.] 

Officer: We're here. 

Mother: No. 
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Officer: Get her. 

Mother: No. 

Officer: Take her. 

{Officers exit with daughter.] 

Mother: No! 

[Enter Father.] 

Father: Where's Amy? 

Mother: Gone. 

c) Students are asked to dramatize the scene before the one above
but from the officer's perspective.

Emotional Bias of Language 

• Deconstruct texts by identifying words with an emotional
impact.
e.g. taken, removed, forcibly removed, stolen,
claim, informed scientific assessment, truth

Reflection 

The above unit was very successful. The final persuasive texts 
presented by the students were extremely engaging and obviously 
demonstrated their in-depth understanding of the subject matter. 
The key factors in the success of this unit were: 
• That the stolen generations was a significant local issue to the

students; and
• That by exploring the key emotion of loss, especially through

drama, the students were better able to engage with the factual
content.

Profile 

- Patrick Donnelly

Pat has had a nineteen year association with Education Queensland 

working in such diverse contexts as primary and secondary schools, a one 

teacher school and an aboriginal community school on Cape York. In 

1992 he was awarded the Australian College of Education Mackay and 

District Award for Excellence in Education. In 1993 he was seconded as a 

writer for the current Queensland English syllabus. Early in 1994 he was 

appointed as the Arts Coordinator for Capricomia Region, a position he 

held until 1997. He has been the coordinator of the Mackay and Districts 

Writers' and Artists' camp from 1993 to the present day. He was recently 

the recipient of an Australia Day Medal from Education Queensland for 

his services to Education, particularly in the area of promoting Arts 

Education in Schools. He is currently teaching a composite class of Year 6 

and 7 (11 and 12 year old) students at Fitzgerald State School in 

Mackay, a position he finds equally as rewarding as any he has had in 

the past decade. 

'I am the Sun Raising its Shine' 
Drama: the Creative Agent 

Kerry Gillies 

Northam 

Primary School, 

Western Australia 

"R - I am the sun, raisfog it's shine' 

T
his is an extract from a poem written by one of my Year 
Four students in March of this year. I attended a 
workshop on Multiple Intelligencesfacilitated by Beryl 
Chalk and Adrienne Huber. We had been investigating 

verbal, analytical intelligence and the functions of the left 
hemisphere, the 'close up lens' and the associative, metaphorical 
function of the right hemisphere 'the wide angle lens'. To help us 
understand this Beryl took us through an exercise based on the 

ancient Ogham Alphabet in which each letter stands for something 
(the esoteric meaning) in nature, for example 'F - I am the shining 
tear of the sun; J - Who but I know the secret of the uncut stone?' 

Drama is about the 'as if and as we need our imaginations 
for both drama and the development of literacy skills, I was very 
keen to learn something I could try out with my class the next day. 

During a guided visualisation in which we imagined 
ourselves looking down upon the countryside around Northam. We 
focused on one aspect, such as a rock or a clump of grass. From 
there we went closer and closer into the object until we could 'see' 
the details as though looking through a microscope. 

We then composed our own poems using the name of our 
home town NORTHAM. 

There was something about this exercise that I found 
fascinating, more that that, it was a connection. When I spoke 
with Beryl about my strong feelings in reaction to this, she made a 

at the paddocks and see the wheat crops swaying and growi g. 
Then I asked them to look at the river winding its way thro gh,t� 
town and countryside. I asked them to look at the houses and to 
see the colours of the gardens and rooftops and lawns. As we got 
closer and closer to ground level I asked them to look at the rocks 
and stones on the ground. I asked them to pick up the stone and 
to feel its warmth. 

I took the students back to the starting place and then 
asked them to write their own poems about what they had seen of 
Northam. Many of the poems were similar, but some of them 
showed a deep connection with the inner experience of the 
visualization and the external product of the poem. 

I sent Beryl some of the poems by email and she replied 
with the suggestion that I try the drama exercise in which you put 
bodily expression to the verbs either as individuals or in pairs or 
groups. 

I had the students work in pairs to begin with. I gave them 
time to practice the movements that they would do to their own 
poems while their partner read it for them. They seemed to enjoy 
performing their own poem and as they saw people perform they 
became more confident. Most of the students in the class had a go 
at performing their own work of poetry. There was a strong sense of 
nature and beauty in the written work and a lot of waving arms and 
opening, growing and encompassing movements in the enacting of 

few comments about becoming the creative agent by playing with it. 
patterns and moving beyond rational beliefs into the world of the 
right brain 'a place of exquisite mental freedom'. A place we don't 
go to often enough, 'we all need to connect with the mystery of 
nature, it reflects something back to us about ourselves'. 

I couldn't wait to introduce my students to this activity. 

It's about drama and literacy. Working in this way takes the 
students out of the constraints of getting it right and they feel free 
to play with the semantics of language and they learn a bit about 
structure as well. What Freebody and Luke (1999) call 'text user and 
text participant'. 

I asked the children to come on an imaginary journey with 
me. We were in a hot air balloon high above the town of Northam. 
We imagined the quiet, the clear blue sky, the crisp feel of the 
morning and the clouds around us. I asked the children to look out 

As there were several students who had completed their 
turns, I asked them to work together to perform Rebecca's poem. 
There was a discussion and planning time, and soon they were 
ready to 'have-a-go'. 

Next I had some students each work on one line of Nicole's 
poem. Then they had to hold the action as the poem progressed. 
The final tableaux ended up looking like this. 

NORTHAM 
N I am the floating clouds in the air. 

0 I am the lovely flowers swirling to and fro 

R I am the sun raising its shine. 

T I am the moon sharing my light. 

H I am the rainbow showing ea/our to the world. 

A I am the shadows keeping people company. 

M I am the forest showing people nature. 

By Nicole 
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They had lots of fun doing this and I found that they became freer 

and more fluid with their movements and actions the more they did 

it. 

NORTHAM 

N I am the clouds that float in the sky above Nottham. 

0 I am the wind that runs through the sky when birds fly by. 

R I am the birds gliding through the sky as the winds go by. 

T I am the water flowing by the green grass. 

H I am the sun shining on the green grass to make it grow. 

A I am the leaves that the caterpillars crawl by. 

M I am the flowers that lay in the tall grass. 

By Kathryn 

I am the sun shining on the world. 

(Emma) 

I am the water in the stream. 

( Aimee) 

I am the moon shining at the house. 

(Sophie) 
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Kerry Gillies 

Kerry teaches year 4 at Northam Primary School ond divides her time 

between that and her family, and her love of singing. Kerry and her 

family live on the outskirts of the town of Northam where they have an 

acre of land on which ta dig, plant and grow things. Kerry completed her 

Diploma of Teaching at Churchlands Teachers College (Edith Cowan 

University) and completed her Bachelor of Education through ECU. Kerry 

has been teaching for 17 years having taught in Kalbarri in the state's 

midwest, Harvey in the state's south and at two schools in Northam in 

the state's wheatbelt area. 

Stolen Lives 

Patrick Donnelly 

Fitzgerald State 

School, 

Queensland 

T
he following unit has been set out using headings/ 

organizers consistent with the Queensland English 

syllabus. Its purpose is to explore a current political 

issue that is of significance to our local community. 

The unit began with the appearance of a local woman who 

had been a long time volunteer at the school and could safely 

claim the mantle of local identity, on the front page of the local 

newspaper outraged by the Prime Minister's claim that there was no 

"stolen generation" as such. 

Whilst even the facts in such an issue are debatable the 

real intellectual engagement came with an exploration of the 

emotions associated with such an issue. By exploring the concept 

of loss at a personal level through drama, students were better able 

to understand the ways in which language is used to carry the 

emotional bias of an issue. 

Included is a detailed lesson plan of the drama at the end 

of the unit and some of the word chains that span both sides of the 

argument. 

The Unit Plan 

Integrating Device 

Loss is a deep human emotion, which we all face from time to time. 

The effects of loss are complicated when the causes are neither 

natural or self imposed but committed by individuals, as in the 

case of stealing or institutions, as in the case of "The Stolen 

Generations". 

Assumptions about Language 

The aim of this unit is to communicate and share with others what 

it feels like and therefore what it means to loose something of 

value. 

Students will make small dramatic scenes depicting the 

effects of the loss of something cherished or even a loved one. 

They will also compose persuasive texts expressing their personal 

opinions through a detailed examination of "The Stolen 

Generations" issue. 

Assumptions about Learners 

Students have some knowledge of: 

Forum style debating 

Persuasive text 

Drama 

Integration/Resources 

Media 

Political Cartoons 

Newspaper/TV reports 

Letters to the Editor /Editorial 

Image Selection (TV, Internet) 

Drama 

Freeze Frames 

Hot Seating 

Library 

Debatable Issues: Rigby Learning Activities 

Orientating 

• Develop an interest in "The Stolen Generations" by viewing

newspaper articles and TV reports.

• Deconstruct political cartoons depicting aspects of "The Stolen

Generations".

Enhancing 

• Explore using drama the concept of "Loss". E.g. Use freeze

frames to depict the following:

1} Before (Explore alternative scenarios)

2} At the moment of Loss

3) After

• Add captions to the freeze frames

• Study the following texts:

1) 'Stolen Child' Slams Government Claims: Mackay Daily Mercury

(MDM) 4/4/00 (see pp. 27}

2} Kelly Weighs Into Debate: MDM 4/4/00 (see pp. 27}

3) Totality of Separation: Human Rights Commission (Available on 

the Net) 

• Deconstruct texts by identifying words with emotive impact.

• Analyze, using the 6 thinking hats, the statement: That there

was no stolen generation.

• Construct personal opinion sentences eg I believe that there

was no one generation of aboriginal people stolen however .... 

• Transform opinion sentences into the "Thesis" of a persuasive
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especially in relation to any scene that involved the word 'love'. 

Now this is not unusual among ten and eleven year olds, but it 

became a problem when I was told fights had broken out during 

lunch time over these scenes. There was a lot of tension in the 

classroom and I had to think fast. So I turned the Arts in Society 

Strand of the Curriculum Framework. I put drama into context for 

the students, by explaining that acting was a career and some 

successful actors were very rich. It helped them to see that drama 

has a purpose. 

This seemed to help, so the actual performance went very 

well. So well, actually, that the students wanted to do it again. I 

consider this series of lessons to be successful as I was told by the 

class teacher that I had managed to encourage a boy in the class 

to participate seriously for the first time and in The Taming of the 

Shrew he acted out one of the 'love' scenes and was a big success. 

Another student demonstrated an understanding of metaphor when 

she used angel wings as part of her costume for Bianca, the 'nice, 

sweet' daughter. 

Reflection 

If I were to repeat this series of lessons, I would extend the series 

to two weeks instead of three days. The students would have the 

opportunity to develop the drama further, develop scenes and 

contextualise the script. 
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Vanessa is a fourth year BEd Primary student at Edith Cowan University, 

Western Australia. 

Using Drama to enhance 

Phonological Awareness 

Dr Margery Hertzberg 

University of Western 

Sydney, MacArthur, 

NSW 

"Hey Marge Barge! Hazel Boze/ gave me a tip truck and me and Sheila Bei/a are going to build 

things with it in our sand pit!" said Patrick as he hurried off replete with hard hat on head and 

'tool bag' around waist. His sister Sheila was carrying the level gauge and wearing her Bananas in 

Pyjamas outfit, which is only off when on the clothesline. 

P
atrick Matrick, my three and a half-years-old neighbour, 

had been inventing rhyming words to accompany his 

family and neighbour's names for the last two months. 

At the same time he decreed (as only three and a half-

year-olds can) that "us adults must use these names too". Apart 

from Marge Barge and Hazel Bazel, there is Willy Filly (his mother 

insisted he change the onset's' of the rhyme 'illy' to 'f'), Harriet 

Marriet and Sam Jam. 

The above anecdote illustrates two crucial aspects of 

language development. First, and more generally it demonstrates 

the importance of dramatic play in early childhood for language 

development (Bruner, 1986; Pinker, 1994). In this case Patrick 

and Sheila were using linguistic structures and vocabulary relating 

to building. Specifically, it demonstrates how Patrick was 

experimenting with the linguistic features of phonology-in 

particular, rhythm and rhyme. 

Phonological awareness is the awareness of the sound in 

words. Most writing in literacy development acknowledges that 

phonological awareness is an important aspect of literacy 

development (Adams, 1990; Bowey, 1991 & 1996; Hertzberg, 

1999; Strickland & Strickland, 1996; Weaver, 1998) because: 

Phonological awareness of rhyme and alliteration is a 

developmental precursor of phoneme detection, which plays a 

considerable role in learning to read . . . .  Sensitivity to rhyme also 

makes a direct contribution to learning to read by helping 

children to group words with common spelling patterns (Mason, 

1992, p. 5). 

The many hours of experimentation and practice prior to formal 

schooling in dramatic play contexts (Bruner, 1986) means that 

many English-speaking children like Patrick may not require explicit 

instruction in this aspect of phonology when they are in 

Kindergarten or Year 1 (Goodman, 1993). However, this is not the 

case for some ESL children (Au, Carroll & Scheu, 1997; Edwards, 

1995), in terms of their English language development, and most 

children either monolingual or bilingual who have speech 

impairments which usually result in literacy-related difficulties 

(Parsons, 1984; Stackhouse, 1992). Therefore, teachers need to 

plan teaching/learning experiences for these children. 

Furthermore, for many children not yet reading independently "it is 

important that once students know some letter-sound relationships, 

the teaching of sound awareness links with reading, writing and 

spelling activities" (Board of Studies NSW, 1998, p. 76). 

However, the challenge in schooling contexts is to provide 

teaching/learning experiences that replicate Patrick's learning 

context because research indicates that authentic and natural 

situations for meaningful practice of the target language are critical 

(Halliday, 1985; Vygotsky, 1976). Educational drama, which is an 

extension of dramatic play (Bolton, 1992), is therefore ideally 

positioned as a teaching/learning experience in early childhood 

classes. 

The following drama program demonstrates how the linguistic 

features of phonological awareness can be explicitly addressed 

using the drama strategies: whole class enactment as experts, still 

image, mime and teacher-in-role (T in R). T in R actively engages 

all participants in the process of enactment. In role s/he can both 

organise and scaffold students' ideas to ensure that elements 

central to drama, particularly role and tension occur. At the same 

time T in R allows the teacher to attend to specific phonological 

skills-in particular aspects of alliteration, rhythm and rhyme. 

THE STATUE WHO LOST HER VOICE 

Time Frame: 30 minutes 

• Drama forms: storytelling and improvisation

• Drama techniques: teacher-in-role, whole class enactment as

experts, still image and mime

• Major English language focus: intra-syllabic aspects of

phonological awareness: rhythm, rhyme and alliteration in

language

• Major drama language focus: Use of body language and voice

to convey meaning

NOTE: Specific examples in this program come from a workshop

with one class of 5 and 6 years old students (Hertzberg, 1997).

Although the broad outline for other groups remains, variation

will be necessary as the negotiation process within the drama

unfolds.
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storytelling 

Whole class 

• Display a large picture (similar to the one shown here) on a 

portable easel.

• Discuss/question about the setting, the statue and its likely

name, together with possible events that might occur within

this context. Accept and acknowledge all ideas, committing

some to memory for both immediate use and in later sections. 

• Now explain that in fact you know a story about this

particular statue and setting. In this storytelling, select and

include aspects already provided by children, including the

statue's name. Elaborate further, explaining the statue's 

magical powers-it can see, talk and although unable to 

move from the pedestal, can gesture with its upper torso and

face. However, last week the mean gardener Uust before

leaving her/his job at this park/garden) cast a spell on the

statue to remove its magical powers (point of tension).

Fortunately the spell only half worked. It can still see and

gesture, but can't talk.

Note: The statue's name might be used later for writing a new

spell, so select one that is unusual, but at the same time easy

to match in terms of rhyme, rhythm and alliteration.

sculpting, Still Image and Movement 

Pair work 

• Sculpting: One child sculpts the other to show how the statue 

looks after loosing its power to speak. 

Whole class: 

• Return focus to picture. Explain that the classroom will now 

become the setting for their drama. Seek suggestions on 

where the statue (picture on the easel) should be placed and 

what it might see or hear (for instance: birds, lizards and 

frogs). Also consider possible events/incidents that take 

place. 

Individual: 

• Children choose an animal and make a still image of it. 

Individual: 

• Using mime the animals move around the park/garden, and at 

the same time consider possible things they might be doing 

and seeing. The absence of sound effects at this stage allows

children to concentrate on the animal's movement and purpose.

On a count/tambourine bang or similar, ask children to return

to still image mode. 

Individual: 

• Now suggest animals add sound effects (if appropriate) as

they further explore the setting and possible happenings
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Teacher In Role: New cardener 

Whole class 

• Whilst animals explore their environment, the teacher 

(unnoticed) puts on a gardening hat. In role move into the 

setting, ask animals to freeze and introduce yourself as the new 

gardener. Gathering the animals around you ask about them 

and the statue to elicit, among other things, facts about the 

mean gardener and the spell cast on the statue. The dialogue

might then continue thus: 

"Ah I see . . .  , well funnily enough the same thing happened ta 

the statue in another garden/park where I was working and we 

found out that writing a new spell, reversed the bad spell. Do 

you think we could try that with this statue?" 

• Using children's prior knowledge of spells-for instance,

'Abracadabra zim zolla bim', children and gardener discuss the 

linguistic features of spells, emphasising rhythm, rhyme and 

alliteration. 

• The gardener, who explicitly highlights both the spoken and 

written features of 'onset' and 'rime' in words, scribes children's

ideas for a new spell. For instance one group wrote: " tick,

tock, tuck, tack come along 'Zacka' (name of statue) you can 

talk backa." 

If a well-known spell is suggested, accept this as a goad

example, but encourage originality by saying: "I suspect it will

only work if it's our very own spell''.

• Practice the spell stressing expression, diction etc.

Improvisation 

Whole class 

• Out of role, remove picture explaining that Ms X (another

teacher/adult) is joining our drama in role as the statue. Ms X 

(already briefed) positions herself in the space where the

picture was. (In the past I have used the following personnel:

school secretary, teacher aide, parent and ESL teacher)

• Returning in role, the gardener suggests trying the new spell

and seeks ideas on how and when this might be done. For

example, it might be midnight and characters ( animals and

gardener) are positioned as still images around the statue. On

the count of three from one animal, they all come alive and in

unison say the spell. In addition, seek children's ideas about 

what the statue might say and/or do if their spell does work.

This allows the statue to use some of these ideas when the

spell finally works.

• Characters say spell. The statue doesn't respond so they try 

again more clearly and loudly. 

• The Statue talks using and elaborating on ideas provided by 

.. 

'Brick Walls, Quick Thinking and 

Courage': Shakespeare in the 

Primary Classroom 

Vanessa Hince 

Edith Cowan 
University, 
Western Australia 

0 n my recent Third Year Professional Practice, I was 

placed in a Year Six classroom. The class consisted of 

eight girls and fourteen boys, all between the ages of 

ten and eleven. During this Practice, I used 

Shakespeare's The Taming of the Shrew as the basis of a Read and 

Retell session and two subsequent drama lessons. 

My purpose was to allow the students to become familiar 

with Shakespeare's play, without having to deal with the issues 

related to understanding the written text. There were three drama 

lessons with an additional session for performing. 

Context 

The class that I worked with had not been given many 

opportunities to engage in drama. Although the experience went 

well, in retrospect I would have extended the series of lessons to 

give the students more opportunities to interpret the text synopsis 

before they performed for each other. I had to make the plot as 

simple as possible to make it accessible to a small group of 

students in the class who attended sessions with a language 

specialist. 

Preparation 

I began with the story of the play from Tales of Shakespeare, by 

Charles and Mary Lamb. I edited this to make the story less 

complicated, and omitted some main events that I felt could 

were having difficulty with the characters so we discussed t e 

name and role of each character after we finished the story. 

asked the students to write the story in their own words, or s 

much as they could remember. Due to the range of abilites within 

the class, the resulting stories varied from a set of sentences that 

stated the characteristics of the two main characters, who each 

married, to a more complex retelling of the majority of main events 

in the story. 

Lesson Two 

This began as a revision of the story, where we listed the main 

events in the story as a class. Once students were satisfied that we 

had listed them all, I cast the play by asking for volunteers. When 

volunteering, each student knew what scene they would be in and 

what they would have to do. I then asked the students in the first 

scene to come forward. This is where the difficulties began. The 

students became shy, and did not want to participate in the drama. 

I managed to elicit some action from a few students, but even then 

this was half hearted and lacked commitment. I needed to find a 

way to enable the students to make a connection between playful 

improvisation to move into a more formal dramatic mode. They 

were a confident, self assured group yet this was not showing in 

their performances. 

Lesson Three 

confuse the students. I cut this story into nine scenes to be acted It was the last day of term, and as usual, the class was having a 

out. Each scene had a synopsis but no script. The scenes were to be major clean up. With the classroom teacher supervising this. I took 

developed through improvisation, practiced to become a dramatic 

enactment and rehearsed to create a performance. 

Lesson One 

I planned the lesson to be forty minutes long, but allowed the 

lesson to continue for an hour. To put the lesson into context, I 

asked the students if they had heard of William Shakespeare. All 

students knew that he was a person who wrote plays a long time 

ago. I also asked the class if they had seen the recent movie, "10 

Things I Hate About You" , which was loosely based on The Taming 

of the Shrew. I extended the lesson time as it became evident that 

the story was still very complex, so I stopped after each main 

event and asked the students what had happened. The students 

the students one scene at a time, to see if I could coax them out of 

their shells. There was a definite improvement in confidence and I 

could see they had begun to enjoy themselves. 

Each scene had come together to represent the idea of the 

main points, although it was with as little acting as possible. No 

one was eager to be "on stage" any longer than necessary. I had 

not discussed the setting fully with the students, and some were 

superimposing today's ideals and behaviours onto the characters.' 

I did not worry about this, as I was just glad that they were 

participating with obvious enjoyment. 

The actual performance consisted of each scene in the play 

being run consecutively, with applause in between. But then I hit a 

brick wall! The students had not much experience with drama, and 

were not comfortable with the idea of "its only pretend". This was 
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that I realised how drama brings the other learning areas together. 

Drama creates the context for a lot of learning across the 

curriculum. 

I also realised that the drama would develop the students' 

literacy. This was quite a learning curve for me. I began with idea 

of using drama to 'stay sane' and give the students another way of 

learning. 

It was about this time that Beryl Chalk visited me at school 

and asked if I would think about presenting my 'Beginners to 

Drama Experience' at the Primary Teachers' August Conference. 

I was a bit stunned at first but as we sat and talked I 

relaxed. Beryl and I went through our Curriculum Framework 

together and then I really got the full picture. It all came together 

and I understood how drama would impact on the student's skills 

and understandings in literacy. We talked about 'many kinds of 

literacy' and I began to feel pleased for having followed my 

intuition to go with drama. 

In August I did my presentation at the Conference and it 

was great to know that I was helping other beginners and to be 

encouraged by more experienced drama teachers. That's where I 

met Barbara Blackburn. She attended my presentation and I had my 

students masks on display. These were paper mache masks. Barbara 

offered to come to my class and work with the masks (see article 

pp. 13-14). 

Literacy Links 

The students were very excited about Barbara's visit and designed 

posters to advertise the event. We took photos during the session 

and the students made journal entries which are included here. I 

suppose we could list the learning outcomes for English: Viewing 

and Writing but I would rather the students' voices about the drama 

be heard: 

N.C. Year 7
Today Mrs Blackburn came to our school to give us a special 

drama lesson. 

First, she entered shyly, wearing a glamorous masks and hat. She 

waved cautiously around and gazed at everyone. 

We played a game with a ball to get us into a 'quick thinking 

'mode. She then told us a bit about herself. In partners (with our 

masks on) we told each emotions and acted them to. 

Next we made freeze frames 

1. on the Titanic - what you were doing before it sank

2. what you did once you were told it had struck an iceberg

3. when it struck the iceberg

The we made mirror images with our partners to music. We then 
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pretended we were creatures emerging out of the mud to a new 

life. 

This lesson was really fun, interesting and useful. 

J.H. Year 7 
Today's drama lesson was great. First when Mrs Blackburn entered 

the room she acted scared. I thought she did a really good job. 

Then we began with throwing a ball. That was great fun because 

when the ball was thrown to you, you had to name an animal 

that started with the letter that the person in the middle said. 

After that we played lots of different games with our props and 

masks. 

Mrs Blackburn had a wide range of terrific masks. The drama 

lesson as a whole was great and I'd give it 10/10. 

E.J. Year 7 
Today a drama teacher called Mrs Blackburn came. We did a game 

when someone threw a ball around we had to call an animals 

name. The we got into partners with our masks on and done 

emotions, eg, love, anger. Then we got into a group and we acted 

our scenes from the Titianic. Soon after that we had a lesson and 

we had to pretend to come out of mud and do an animal action, 

ege, slithering. During theat we had to find a partner to do 

mirror images. I would rate this lesson 9/10. 

I Profile 
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children. 

• There is great excitement, so the gardener suggests that after

such a hectic time we are all in need of a rest. Animals,

gardener and statue all find a quiet space to lie down in and

rest.

• After a few moments, but while animals and statue are still

resting, the gardener takes off her hat and resumes the role of

teacher to continue the debriefing and reflection stages.

Debriefing and Reflection 

• If you don't want this drama to continue all day, this stage is

really important! While animals are resting talk them out of

role.

For example: "Well animals we've had an exciting day (elaborate)

and I hope you're all having a well deseNed rest. My . . .  Cuddly

Koala is having a good rest. He's lying so still, etc . . . . But 

animals, we've many other things to do today. In a minute, but 

not just now, I'm going to ask you to sit up, BUT when you sit up 

you will no longer be Folly the frog, Polly the parrot or Calypso 

the kangaroo, you will be yourself." 

• Children sit up and out of role talk about their experience.

other Possibilities/Variations 

• Children might want to perform this drama again and:

add music 

make up a dance to do in conjunction with the spell 

write a script to go with the play and perform it as a story 

drama 

Conclusion 

"Can we play that again?" asked Samantha at the conclusion of their 

drama "cause other spells might work too!" 

Imaginatively playing with, and listening to language, is a 

precursor for future reading development. Most children learn to 

read, but after years of experimentation and practice with spoken 

and written language, often during informal dramatic play at home. 

This drama/literacy program demonstrates how playing with 

language in a more structured dramatic context enhances language 

and literacy development in early childhood classes. Educational 

drama replicates the conditions that dramatic play offers

conditions so important in the development of language and 

literacy learning. Using the drama techniques of Teacher in Role 

and whole class enactment enables the teacher to address 

specifically the intra-syllabic aspects of phonological awareness. 

At the same time s/he can manage the elements of drama to create 

a fictional context so that the language used is for an authentic 

(albeit at the time fictional) purpose. For as Nadia stated when 

reflecting on her classes' drama, "When I was a kangaroo I was 

more cleverer at reading spells that can come true". 
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Jenny Jayatilika 

Gibbs Street Pn"mary, 

Western Australia 

Puppetry and the Early 

Childhood Classroom 
"Once upon a time there were 2 big Tiddaliks and a devil came ta eat them . . .  " 

hat does happens when literature and drama are 

integrated in the classroom? During a professional 

development session which focused on the 

English learning area outcome statements I became 

interes ed in the idea of having children compare the presentation 

of the same story through different media. To hone viewing skills I 

was sure the children in my Year One class would benefit from a 

comparison of different media. To this end we watched the video 

'Tiddalik the Frog' several times. During each viewing I asked them 

concentrate on a particular point of story, production, presentation 

or visual technique. There were many important observations made 

both by the children and myself during class discussions. We 

particularly noted the use of and the role of the narrator and the 

use of puppets to tell the story. In a later literature session I read 

the story of 'Tiddalik' from a book and we compared the variations 

of the story lines, characters and the visual differences the two 

media used to present the story. 

At this time my carefully planned viewing program took a 

natural, child-centered diversion as it seemed to be a natural 

progression to suggest the children make a puppet with the idea of 

creating their own stories. I, quite deliberately, did not suggest 

they choose a character from this particular story as I did not want 

to restrict the range of puppet characters available for story 

production. At this time I did not want a reproduction of a familiar 

story but the creation of the children's own stories. I consider 

that, at times it is important to offer the children the opportunity 

to own the story themselves, thus giving them the freedom to 

explore story and language in their own way. 

The puppets themselves were of the simplest design - an oil 

crayon, dye-wash drawing on paper which was folded and stapled 

to create a basic glove puppet. There were particular reasons for 

the use of this puppet style. Firstly I had experienced previously 

that the excitement and anticipation of the drama can sometimes 

be lost in the long, drawn out manufacture of intricate props. This 

can often result in loss of spontaneity during the creation of the 

story. Also, the time and human resource restrictions of a busy 

Year One classroom meant I had to plan an activity that was 

manageable for both the children and me! (Oh how I miss a full 

time assistant). Simple design and child managed construction 

seemed to be the way to go. 

When the puppets were finished and I had allowed time for 

the children to 'free play' with their puppets I planned group time 

for the class to create and produce a puppet 'show'. Setting groups 

for cooperative tasks can sometimes be a dilemma for teachers. To 

allow the children to choose their own groups or work in carefully 

chosen 'arrangements' of homogenous personalities can either be a 

wonderful success or total chaos. I this instance I chose the 

former and the children arranged their own working groups. In this 

instance the result was magic and as I observed the groups in 

action I was able to assess a range of developmental outcomes in 

the areas of language, drama and social development. I watched as 

the children negotiated the story line and character roles within 

their groups of four. They had to consider an introduction, a story 

Line and the importance of the narrator to the flow of the story. 

During this process I was careful to remain an observer, giving over 

the responsibility and ownership of all aspects of the story to the 

children. 

The school had a 'puppet theatre' which added a degree of 

ceremony and authenticity to the children's efforts. They took get 

delight in 'arranging' themselves in the space available, making 

themselves 'invisible' to the audience and moving the story 

characters around as dictated by the story they had created. 

As each group presented their story the class was given the 

opportunity to view story production from yet other perspectives -

that of the audience and performer. As the teacher observer I was 

impressed by the children's professional attitude to their work and 

the degree to which they considered the audiences' perspective -

taking care to orientate the audience to the story through the 

narrator, providing a story line with a dramatic focus (at a Year One 

level) and a suitable conclusion to the storyline. 

The use of role play in this instance found its origin in a 

literature base. I have always found value in using story 

reproduction through puppetry to reinforce the concept of sequence 

and comprehension. However, giving children to opportunity to 

'own' their own production in this early childhood setting has 

reinforced the notion of cooperative learning, while reinforcing 

language and arts skills, integrating viewing skills with the 

understanding of story reproduction and providing the teacher/ 

observer with the opportunity to observe children functioning at a 

level of development not provided in teacher directed and 

structured activities. 
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Ancient Civilisations and 

Collaborative Learning Skills, Year 7 

Mary Craen, 

Armadale 

Primary School, 

Western Australia 

'drama involves sound, movement and interaction - everything associated with poor discipline' 

(Burton, 1987). 

I
sat at my desk after school in February of last year and 

thought about my students. To have a successful year they 

would need to learn some collaborative skills. I made a list 

of what I saw as the 'problems': 

view, show respect for each other and develop decision mak ng 

skills. 

English: Speaking and Listening 

The students would develop their communication skills in speaking 

• there appeared to be a range in their strengths and weaknesses; and listening and non-verbal communication. 

• there was some bullying and teasing;

• they couldn't work with one another; Self Esteem and Confidence 

• arguments and conflict seemed to permeate the class all the Drama would present the opportunity for the students to improve 

time;

• at least half the class seemed to have low self confidence and 

self esteem;

• there were a few domineering students who demanded

attention.

Next Question? What could I do? 

Answer: Drama 

Reasons: 

• I'm a drama novice and yet I 'knew intuitively' drama would

help these students and me in addressing these issues.

• drama is a way to get the children working together both

physically and imaginatively.

• it would help the students become self reliant in problem

solving.

• we could work on their strengths and weaknesses in a way that

does not confront or reveal personal issues.

• drama is another way of learning.

• drama would be something different for these students ( they

could have fun and at LEAST TRY!).

• drama would be a new experience for me and we would be

embarking on an adventure together.

What would I hope to achieve? 

Collaborative Learning 

The students would learn to work with each other in group 

situations which includes taking turns, compromise, adapt, be 

sensitive to other's feelings, be aware of other people's point of 

their own self image, feel comfortable working with each other, 

learn when to be assertive, set obtainable goals, develop relaxation 

skills and develop this concentration and learning. 

Other Learning? 

Drama develops the imagination and creativity. The students would 

learn that its ok to play and have fun while learning. Drama 

develops the imagination and creativity. The students would learn 

that its ok to play and have fun while learning. They would learn 

that there are many ways of learning. They would develop their self 

expression through the arts as I planned to integrate music and 

the visual arts with the drama. 

What drama strategies 

did I decide to use? 

• role play

• improvisation

• games

• guided visualisation

• individual, paired or group work

• their would be a reflection and discussion at the end of each 

lesson

As a drama novice I had a few concerns. This could lead to CHAOS! 

What would the other teachers and administration think of the 

noise and would it disturb other teachers? Could I CONTROL the 

students in drama lesson? (Yes, I know I should say manage but I 

was concerned with control, these students could be unruly to say 

the least.) 

I drew up an explosion chart using Ancient Civilisations as 

the focus for the planned learning outcomes. It was at this point 
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that I realised how drama brings the other learning areas together. 

Drama creates the context for a lot of learning across the 

curriculum. 

I also realised that the drama would develop the students' 

literacy. This was quite a learning curve for me. I began with idea 

of using drama to 'stay sane' and give the students another way of 

learning. 

It was about this time that Beryl Chalk visited me at school 

and asked if I would think about presenting my 'Beginners to 

Drama Experience' at the Primary Teachers' August Conference. 

I was a bit stunned at first but as we sat and talked I 

relaxed. Beryl and I went through our Curriculum Framework 

together and then I really got the full picture. It all came together 

and I understood how drama would impact on the student's skills 

and understandings in literacy. We talked about 'many kinds of 

literacy' and I began to feel pleased for having followed my 

intuition to go with drama. 

In August I did my presentation at the Conference and it 

was great to know that I was helping other beginners and to be 

encouraged by more experienced drama teachers. That's where I 

met Barbara Blackburn. She attended my presentation and I had my 

students masks on display. These were paper mache masks. Barbara 

offered to come to my class and work with the masks (see article 

pp. 13-14). 

Literacy Links 

The students were very excited about Barbara's visit and designed 

posters to advertise the event. We took photos during the session 

and the students made journal entries which are included here. I 

suppose we could list the learning outcomes for English: Viewing 

and Writing but I would rather the students' voices about the drama 

be heard: 

N.C. Year 7
Today Mrs Blackburn came to our school to give us a special 

drama lesson. 

First, she entered shyly, wearing a glamorous masks and hat. She 

waved cautiously around and gazed at everyone. 

We played a game with a ball to get us into a 'quick thinking 

'mode. She then told us a bit about herself. In partners (with our 

masks on) we told each emotions and acted them to. 

Next we made freeze frames 

1. on the Titanic - what you were doing before it sank

2. what you did once you were told it had struck an iceberg

3. when it struck the iceberg

The we made mirror images with our partners to music. We then 
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pretended we were creatures emerging out of the mud to a new 

life. 

This lesson was really fun, interesting and useful. 

J.H. Year 7 
Today's drama lesson was great. First when Mrs Blackburn entered 

the room she acted scared. I thought she did a really good job. 

Then we began with throwing a ball. That was great fun because 

when the ball was thrown to you, you had to name an animal 

that started with the letter that the person in the middle said. 

After that we played lots of different games with our props and 

masks. 

Mrs Blackburn had a wide range of terrific masks. The drama 

lesson as a whole was great and I'd give it 10/10. 

E.J. Year 7 
Today a drama teacher called Mrs Blackburn came. We did a game 

when someone threw a ball around we had to call an animals 

name. The we got into partners with our masks on and done 

emotions, eg, love, anger. Then we got into a group and we acted 

our scenes from the Titianic. Soon after that we had a lesson and 

we had to pretend to come out of mud and do an animal action, 

ege, slithering. During theat we had to find a partner to do 

mirror images. I would rate this lesson 9/10. 
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children. 

• There is great excitement, so the gardener suggests that after

such a hectic time we are all in need of a rest. Animals,

gardener and statue all find a quiet space to lie down in and

rest.

• After a few moments, but while animals and statue are still

resting, the gardener takes off her hat and resumes the role of

teacher to continue the debriefing and reflection stages.

Debriefing and Reflection 

• If you don't want this drama to continue all day, this stage is

really important! While animals are resting talk them out of

role.

For example: "Well animals we've had an exciting day (elaborate)

and I hope you're all having a well deseNed rest. My . . .  Cuddly

Koala is having a good rest. He's lying so still, etc . . . . But 

animals, we've many other things to do today. In a minute, but 

not just now, I'm going to ask you to sit up, BUT when you sit up 

you will no longer be Folly the frog, Polly the parrot or Calypso 

the kangaroo, you will be yourself." 

• Children sit up and out of role talk about their experience.

other Possibilities/Variations 

• Children might want to perform this drama again and:

add music 

make up a dance to do in conjunction with the spell 

write a script to go with the play and perform it as a story 

drama 

Conclusion 

"Can we play that again?" asked Samantha at the conclusion of their 

drama "cause other spells might work too!" 

Imaginatively playing with, and listening to language, is a 

precursor for future reading development. Most children learn to 

read, but after years of experimentation and practice with spoken 

and written language, often during informal dramatic play at home. 

This drama/literacy program demonstrates how playing with 

language in a more structured dramatic context enhances language 

and literacy development in early childhood classes. Educational 

drama replicates the conditions that dramatic play offers

conditions so important in the development of language and 

literacy learning. Using the drama techniques of Teacher in Role 

and whole class enactment enables the teacher to address 

specifically the intra-syllabic aspects of phonological awareness. 

At the same time s/he can manage the elements of drama to create 

a fictional context so that the language used is for an authentic 

(albeit at the time fictional) purpose. For as Nadia stated when 

reflecting on her classes' drama, "When I was a kangaroo I was 

more cleverer at reading spells that can come true". 
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storytelling 

Whole class 

• Display a large picture (similar to the one shown here) on a 

portable easel.

• Discuss/question about the setting, the statue and its likely

name, together with possible events that might occur within

this context. Accept and acknowledge all ideas, committing

some to memory for both immediate use and in later sections. 

• Now explain that in fact you know a story about this

particular statue and setting. In this storytelling, select and

include aspects already provided by children, including the

statue's name. Elaborate further, explaining the statue's 

magical powers-it can see, talk and although unable to 

move from the pedestal, can gesture with its upper torso and

face. However, last week the mean gardener Uust before

leaving her/his job at this park/garden) cast a spell on the

statue to remove its magical powers (point of tension).

Fortunately the spell only half worked. It can still see and

gesture, but can't talk.

Note: The statue's name might be used later for writing a new

spell, so select one that is unusual, but at the same time easy

to match in terms of rhyme, rhythm and alliteration.

sculpting, Still Image and Movement 

Pair work 

• Sculpting: One child sculpts the other to show how the statue 

looks after loosing its power to speak. 

Whole class: 

• Return focus to picture. Explain that the classroom will now 

become the setting for their drama. Seek suggestions on 

where the statue (picture on the easel) should be placed and 

what it might see or hear (for instance: birds, lizards and 

frogs). Also consider possible events/incidents that take 

place. 

Individual: 

• Children choose an animal and make a still image of it. 

Individual: 

• Using mime the animals move around the park/garden, and at 

the same time consider possible things they might be doing 

and seeing. The absence of sound effects at this stage allows

children to concentrate on the animal's movement and purpose.

On a count/tambourine bang or similar, ask children to return

to still image mode. 

Individual: 

• Now suggest animals add sound effects (if appropriate) as

they further explore the setting and possible happenings

8 AD'EITTOO 

Teacher In Role: New cardener 

Whole class 

• Whilst animals explore their environment, the teacher 

(unnoticed) puts on a gardening hat. In role move into the 

setting, ask animals to freeze and introduce yourself as the new 

gardener. Gathering the animals around you ask about them 

and the statue to elicit, among other things, facts about the 

mean gardener and the spell cast on the statue. The dialogue

might then continue thus: 

"Ah I see . . .  , well funnily enough the same thing happened ta 

the statue in another garden/park where I was working and we 

found out that writing a new spell, reversed the bad spell. Do 

you think we could try that with this statue?" 

• Using children's prior knowledge of spells-for instance,

'Abracadabra zim zolla bim', children and gardener discuss the 

linguistic features of spells, emphasising rhythm, rhyme and 

alliteration. 

• The gardener, who explicitly highlights both the spoken and 

written features of 'onset' and 'rime' in words, scribes children's

ideas for a new spell. For instance one group wrote: " tick,

tock, tuck, tack come along 'Zacka' (name of statue) you can 

talk backa." 

If a well-known spell is suggested, accept this as a goad

example, but encourage originality by saying: "I suspect it will

only work if it's our very own spell''.

• Practice the spell stressing expression, diction etc.

Improvisation 

Whole class 

• Out of role, remove picture explaining that Ms X (another

teacher/adult) is joining our drama in role as the statue. Ms X 

(already briefed) positions herself in the space where the

picture was. (In the past I have used the following personnel:

school secretary, teacher aide, parent and ESL teacher)

• Returning in role, the gardener suggests trying the new spell

and seeks ideas on how and when this might be done. For

example, it might be midnight and characters ( animals and

gardener) are positioned as still images around the statue. On

the count of three from one animal, they all come alive and in

unison say the spell. In addition, seek children's ideas about 

what the statue might say and/or do if their spell does work.

This allows the statue to use some of these ideas when the

spell finally works.

• Characters say spell. The statue doesn't respond so they try 

again more clearly and loudly. 

• The Statue talks using and elaborating on ideas provided by 

.. 

'Brick Walls, Quick Thinking and 

Courage': Shakespeare in the 

Primary Classroom 

Vanessa Hince 

Edith Cowan 
University, 
Western Australia 

0 n my recent Third Year Professional Practice, I was 

placed in a Year Six classroom. The class consisted of 

eight girls and fourteen boys, all between the ages of 

ten and eleven. During this Practice, I used 

Shakespeare's The Taming of the Shrew as the basis of a Read and 

Retell session and two subsequent drama lessons. 

My purpose was to allow the students to become familiar 

with Shakespeare's play, without having to deal with the issues 

related to understanding the written text. There were three drama 

lessons with an additional session for performing. 

Context 

The class that I worked with had not been given many 

opportunities to engage in drama. Although the experience went 

well, in retrospect I would have extended the series of lessons to 

give the students more opportunities to interpret the text synopsis 

before they performed for each other. I had to make the plot as 

simple as possible to make it accessible to a small group of 

students in the class who attended sessions with a language 

specialist. 

Preparation 

I began with the story of the play from Tales of Shakespeare, by 

Charles and Mary Lamb. I edited this to make the story less 

complicated, and omitted some main events that I felt could 

were having difficulty with the characters so we discussed t e 

name and role of each character after we finished the story. 

asked the students to write the story in their own words, or s 

much as they could remember. Due to the range of abilites within 

the class, the resulting stories varied from a set of sentences that 

stated the characteristics of the two main characters, who each 

married, to a more complex retelling of the majority of main events 

in the story. 

Lesson Two 

This began as a revision of the story, where we listed the main 

events in the story as a class. Once students were satisfied that we 

had listed them all, I cast the play by asking for volunteers. When 

volunteering, each student knew what scene they would be in and 

what they would have to do. I then asked the students in the first 

scene to come forward. This is where the difficulties began. The 

students became shy, and did not want to participate in the drama. 

I managed to elicit some action from a few students, but even then 

this was half hearted and lacked commitment. I needed to find a 

way to enable the students to make a connection between playful 

improvisation to move into a more formal dramatic mode. They 

were a confident, self assured group yet this was not showing in 

their performances. 

Lesson Three 

confuse the students. I cut this story into nine scenes to be acted It was the last day of term, and as usual, the class was having a 

out. Each scene had a synopsis but no script. The scenes were to be major clean up. With the classroom teacher supervising this. I took 

developed through improvisation, practiced to become a dramatic 

enactment and rehearsed to create a performance. 

Lesson One 

I planned the lesson to be forty minutes long, but allowed the 

lesson to continue for an hour. To put the lesson into context, I 

asked the students if they had heard of William Shakespeare. All 

students knew that he was a person who wrote plays a long time 

ago. I also asked the class if they had seen the recent movie, "10 

Things I Hate About You" , which was loosely based on The Taming 

of the Shrew. I extended the lesson time as it became evident that 

the story was still very complex, so I stopped after each main 

event and asked the students what had happened. The students 

the students one scene at a time, to see if I could coax them out of 

their shells. There was a definite improvement in confidence and I 

could see they had begun to enjoy themselves. 

Each scene had come together to represent the idea of the 

main points, although it was with as little acting as possible. No 

one was eager to be "on stage" any longer than necessary. I had 

not discussed the setting fully with the students, and some were 

superimposing today's ideals and behaviours onto the characters.' 

I did not worry about this, as I was just glad that they were 

participating with obvious enjoyment. 

The actual performance consisted of each scene in the play 

being run consecutively, with applause in between. But then I hit a 

brick wall! The students had not much experience with drama, and 

were not comfortable with the idea of "its only pretend". This was 
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especially in relation to any scene that involved the word 'love'. 

Now this is not unusual among ten and eleven year olds, but it 

became a problem when I was told fights had broken out during 

lunch time over these scenes. There was a lot of tension in the 

classroom and I had to think fast. So I turned the Arts in Society 

Strand of the Curriculum Framework. I put drama into context for 

the students, by explaining that acting was a career and some 

successful actors were very rich. It helped them to see that drama 

has a purpose. 

This seemed to help, so the actual performance went very 

well. So well, actually, that the students wanted to do it again. I 

consider this series of lessons to be successful as I was told by the 

class teacher that I had managed to encourage a boy in the class 

to participate seriously for the first time and in The Taming of the 

Shrew he acted out one of the 'love' scenes and was a big success. 

Another student demonstrated an understanding of metaphor when 

she used angel wings as part of her costume for Bianca, the 'nice, 

sweet' daughter. 

Reflection 

If I were to repeat this series of lessons, I would extend the series 

to two weeks instead of three days. The students would have the 

opportunity to develop the drama further, develop scenes and 

contextualise the script. 
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Profile 

Vanessa Hince 

Vanessa is a fourth year BEd Primary student at Edith Cowan University, 

Western Australia. 

Using Drama to enhance 

Phonological Awareness 

Dr Margery Hertzberg 

University of Western 

Sydney, MacArthur, 

NSW 

"Hey Marge Barge! Hazel Boze/ gave me a tip truck and me and Sheila Bei/a are going to build 

things with it in our sand pit!" said Patrick as he hurried off replete with hard hat on head and 

'tool bag' around waist. His sister Sheila was carrying the level gauge and wearing her Bananas in 

Pyjamas outfit, which is only off when on the clothesline. 

P
atrick Matrick, my three and a half-years-old neighbour, 

had been inventing rhyming words to accompany his 

family and neighbour's names for the last two months. 

At the same time he decreed (as only three and a half-

year-olds can) that "us adults must use these names too". Apart 

from Marge Barge and Hazel Bazel, there is Willy Filly (his mother 

insisted he change the onset's' of the rhyme 'illy' to 'f'), Harriet 

Marriet and Sam Jam. 

The above anecdote illustrates two crucial aspects of 

language development. First, and more generally it demonstrates 

the importance of dramatic play in early childhood for language 

development (Bruner, 1986; Pinker, 1994). In this case Patrick 

and Sheila were using linguistic structures and vocabulary relating 

to building. Specifically, it demonstrates how Patrick was 

experimenting with the linguistic features of phonology-in 

particular, rhythm and rhyme. 

Phonological awareness is the awareness of the sound in 

words. Most writing in literacy development acknowledges that 

phonological awareness is an important aspect of literacy 

development (Adams, 1990; Bowey, 1991 & 1996; Hertzberg, 

1999; Strickland & Strickland, 1996; Weaver, 1998) because: 

Phonological awareness of rhyme and alliteration is a 

developmental precursor of phoneme detection, which plays a 

considerable role in learning to read . . . .  Sensitivity to rhyme also 

makes a direct contribution to learning to read by helping 

children to group words with common spelling patterns (Mason, 

1992, p. 5). 

The many hours of experimentation and practice prior to formal 

schooling in dramatic play contexts (Bruner, 1986) means that 

many English-speaking children like Patrick may not require explicit 

instruction in this aspect of phonology when they are in 

Kindergarten or Year 1 (Goodman, 1993). However, this is not the 

case for some ESL children (Au, Carroll & Scheu, 1997; Edwards, 

1995), in terms of their English language development, and most 

children either monolingual or bilingual who have speech 

impairments which usually result in literacy-related difficulties 

(Parsons, 1984; Stackhouse, 1992). Therefore, teachers need to 

plan teaching/learning experiences for these children. 

Furthermore, for many children not yet reading independently "it is 

important that once students know some letter-sound relationships, 

the teaching of sound awareness links with reading, writing and 

spelling activities" (Board of Studies NSW, 1998, p. 76). 

However, the challenge in schooling contexts is to provide 

teaching/learning experiences that replicate Patrick's learning 

context because research indicates that authentic and natural 

situations for meaningful practice of the target language are critical 

(Halliday, 1985; Vygotsky, 1976). Educational drama, which is an 

extension of dramatic play (Bolton, 1992), is therefore ideally 

positioned as a teaching/learning experience in early childhood 

classes. 

The following drama program demonstrates how the linguistic 

features of phonological awareness can be explicitly addressed 

using the drama strategies: whole class enactment as experts, still 

image, mime and teacher-in-role (T in R). T in R actively engages 

all participants in the process of enactment. In role s/he can both 

organise and scaffold students' ideas to ensure that elements 

central to drama, particularly role and tension occur. At the same 

time T in R allows the teacher to attend to specific phonological 

skills-in particular aspects of alliteration, rhythm and rhyme. 

THE STATUE WHO LOST HER VOICE 

Time Frame: 30 minutes 

• Drama forms: storytelling and improvisation

• Drama techniques: teacher-in-role, whole class enactment as

experts, still image and mime

• Major English language focus: intra-syllabic aspects of

phonological awareness: rhythm, rhyme and alliteration in

language

• Major drama language focus: Use of body language and voice

to convey meaning

NOTE: Specific examples in this program come from a workshop

with one class of 5 and 6 years old students (Hertzberg, 1997).

Although the broad outline for other groups remains, variation

will be necessary as the negotiation process within the drama

unfolds.
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They had lots of fun doing this and I found that they became freer 

and more fluid with their movements and actions the more they did 

it. 

NORTHAM 

N I am the clouds that float in the sky above Nottham. 

0 I am the wind that runs through the sky when birds fly by. 

R I am the birds gliding through the sky as the winds go by. 

T I am the water flowing by the green grass. 

H I am the sun shining on the green grass to make it grow. 

A I am the leaves that the caterpillars crawl by. 

M I am the flowers that lay in the tall grass. 

By Kathryn 

I am the sun shining on the world. 

(Emma) 

I am the water in the stream. 

( Aimee) 

I am the moon shining at the house. 

(Sophie) 
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Profile 

Kerry Gillies 

Kerry teaches year 4 at Northam Primary School ond divides her time 

between that and her family, and her love of singing. Kerry and her 

family live on the outskirts of the town of Northam where they have an 

acre of land on which ta dig, plant and grow things. Kerry completed her 

Diploma of Teaching at Churchlands Teachers College (Edith Cowan 

University) and completed her Bachelor of Education through ECU. Kerry 

has been teaching for 17 years having taught in Kalbarri in the state's 

midwest, Harvey in the state's south and at two schools in Northam in 

the state's wheatbelt area. 

Stolen Lives 

Patrick Donnelly 

Fitzgerald State 

School, 

Queensland 

T
he following unit has been set out using headings/ 

organizers consistent with the Queensland English 

syllabus. Its purpose is to explore a current political 

issue that is of significance to our local community. 

The unit began with the appearance of a local woman who 

had been a long time volunteer at the school and could safely 

claim the mantle of local identity, on the front page of the local 

newspaper outraged by the Prime Minister's claim that there was no 

"stolen generation" as such. 

Whilst even the facts in such an issue are debatable the 

real intellectual engagement came with an exploration of the 

emotions associated with such an issue. By exploring the concept 

of loss at a personal level through drama, students were better able 

to understand the ways in which language is used to carry the 

emotional bias of an issue. 

Included is a detailed lesson plan of the drama at the end 

of the unit and some of the word chains that span both sides of the 

argument. 

The Unit Plan 

Integrating Device 

Loss is a deep human emotion, which we all face from time to time. 

The effects of loss are complicated when the causes are neither 

natural or self imposed but committed by individuals, as in the 

case of stealing or institutions, as in the case of "The Stolen 

Generations". 

Assumptions about Language 

The aim of this unit is to communicate and share with others what 

it feels like and therefore what it means to loose something of 

value. 

Students will make small dramatic scenes depicting the 

effects of the loss of something cherished or even a loved one. 

They will also compose persuasive texts expressing their personal 

opinions through a detailed examination of "The Stolen 

Generations" issue. 

Assumptions about Learners 

Students have some knowledge of: 

Forum style debating 

Persuasive text 

Drama 

Integration/Resources 

Media 

Political Cartoons 

Newspaper/TV reports 

Letters to the Editor /Editorial 

Image Selection (TV, Internet) 

Drama 

Freeze Frames 

Hot Seating 

Library 

Debatable Issues: Rigby Learning Activities 

Orientating 

• Develop an interest in "The Stolen Generations" by viewing

newspaper articles and TV reports.

• Deconstruct political cartoons depicting aspects of "The Stolen

Generations".

Enhancing 

• Explore using drama the concept of "Loss". E.g. Use freeze

frames to depict the following:

1} Before (Explore alternative scenarios)

2} At the moment of Loss

3) After

• Add captions to the freeze frames

• Study the following texts:

1) 'Stolen Child' Slams Government Claims: Mackay Daily Mercury

(MDM) 4/4/00 (see pp. 27}

2} Kelly Weighs Into Debate: MDM 4/4/00 (see pp. 27}

3) Totality of Separation: Human Rights Commission (Available on 

the Net) 

• Deconstruct texts by identifying words with emotive impact.

• Analyze, using the 6 thinking hats, the statement: That there

was no stolen generation.

• Construct personal opinion sentences eg I believe that there

was no one generation of aboriginal people stolen however .... 

• Transform opinion sentences into the "Thesis" of a persuasive
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text. 
• Revisit models of persuasive texts.
• Use Top Level Structure to construct arguments supporting your

thesis. 

Synthesising 

• Devise and present a series of three freeze frames depicting the
concept of "Loss".

• Write, edit and publish a persuasive text expressing their
opinion of "The Stolen Generations".

Evaluation 

Comment on the quality of the following: 
Learning Activities; Teaching; Resources; Learning Environment; 
Language performance of students 

Implication 

1. Next unit
2. Next Time Taught

Drama Lesson 

Prior to the actual drama lesson students participate in a quick 
warm-up session so they can get their body into gear, loose some 
inhibitions and avoid muscle strain. Students are also reminded 
about safety issues associated with lifting and bumping into 
furniture. They are also reminded about the need to respect other 
classes' right to learn by not making excessive noise. 

• Explore using drama the concept of "Loss". E.g. Use freeze
frames to depict the following:

4) Before ( Explore alternative scenarios)
5) At the moment of Loss
6) After

• Add captions to the freeze frames
• Hot seat: Find out whose story was being depicted by the group

and have the remainder of the class ask questions. 
• Two Word Script:
a) Students are as ked to dramatize a single frame from the freeze

frame activity where each line consists of two words or less. 
b) Students are asked to dramatize a single frame from "stolen" 

child's perspective. 
[Family are watching TV when they hear a knock at the door.] 

Officer: We're here. 

Mother: No. 
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Officer: Get her. 

Mother: No. 

Officer: Take her. 

{Officers exit with daughter.] 

Mother: No! 

[Enter Father.] 

Father: Where's Amy? 

Mother: Gone. 

c) Students are asked to dramatize the scene before the one above
but from the officer's perspective.

Emotional Bias of Language 

• Deconstruct texts by identifying words with an emotional
impact.
e.g. taken, removed, forcibly removed, stolen,
claim, informed scientific assessment, truth

Reflection 

The above unit was very successful. The final persuasive texts 
presented by the students were extremely engaging and obviously 
demonstrated their in-depth understanding of the subject matter. 
The key factors in the success of this unit were: 
• That the stolen generations was a significant local issue to the

students; and
• That by exploring the key emotion of loss, especially through

drama, the students were better able to engage with the factual
content.

Profile 

- Patrick Donnelly

Pat has had a nineteen year association with Education Queensland 

working in such diverse contexts as primary and secondary schools, a one 

teacher school and an aboriginal community school on Cape York. In 

1992 he was awarded the Australian College of Education Mackay and 

District Award for Excellence in Education. In 1993 he was seconded as a 

writer for the current Queensland English syllabus. Early in 1994 he was 

appointed as the Arts Coordinator for Capricomia Region, a position he 

held until 1997. He has been the coordinator of the Mackay and Districts 

Writers' and Artists' camp from 1993 to the present day. He was recently 

the recipient of an Australia Day Medal from Education Queensland for 

his services to Education, particularly in the area of promoting Arts 

Education in Schools. He is currently teaching a composite class of Year 6 

and 7 (11 and 12 year old) students at Fitzgerald State School in 

Mackay, a position he finds equally as rewarding as any he has had in 

the past decade. 

'I am the Sun Raising its Shine' 
Drama: the Creative Agent 

Kerry Gillies 

Northam 

Primary School, 

Western Australia 

"R - I am the sun, raisfog it's shine' 

T
his is an extract from a poem written by one of my Year 
Four students in March of this year. I attended a 
workshop on Multiple Intelligencesfacilitated by Beryl 
Chalk and Adrienne Huber. We had been investigating 

verbal, analytical intelligence and the functions of the left 
hemisphere, the 'close up lens' and the associative, metaphorical 
function of the right hemisphere 'the wide angle lens'. To help us 
understand this Beryl took us through an exercise based on the 

ancient Ogham Alphabet in which each letter stands for something 
(the esoteric meaning) in nature, for example 'F - I am the shining 
tear of the sun; J - Who but I know the secret of the uncut stone?' 

Drama is about the 'as if and as we need our imaginations 
for both drama and the development of literacy skills, I was very 
keen to learn something I could try out with my class the next day. 

During a guided visualisation in which we imagined 
ourselves looking down upon the countryside around Northam. We 
focused on one aspect, such as a rock or a clump of grass. From 
there we went closer and closer into the object until we could 'see' 
the details as though looking through a microscope. 

We then composed our own poems using the name of our 
home town NORTHAM. 

There was something about this exercise that I found 
fascinating, more that that, it was a connection. When I spoke 
with Beryl about my strong feelings in reaction to this, she made a 

at the paddocks and see the wheat crops swaying and growi g. 
Then I asked them to look at the river winding its way thro gh,t� 
town and countryside. I asked them to look at the houses and to 
see the colours of the gardens and rooftops and lawns. As we got 
closer and closer to ground level I asked them to look at the rocks 
and stones on the ground. I asked them to pick up the stone and 
to feel its warmth. 

I took the students back to the starting place and then 
asked them to write their own poems about what they had seen of 
Northam. Many of the poems were similar, but some of them 
showed a deep connection with the inner experience of the 
visualization and the external product of the poem. 

I sent Beryl some of the poems by email and she replied 
with the suggestion that I try the drama exercise in which you put 
bodily expression to the verbs either as individuals or in pairs or 
groups. 

I had the students work in pairs to begin with. I gave them 
time to practice the movements that they would do to their own 
poems while their partner read it for them. They seemed to enjoy 
performing their own poem and as they saw people perform they 
became more confident. Most of the students in the class had a go 
at performing their own work of poetry. There was a strong sense of 
nature and beauty in the written work and a lot of waving arms and 
opening, growing and encompassing movements in the enacting of 

few comments about becoming the creative agent by playing with it. 
patterns and moving beyond rational beliefs into the world of the 
right brain 'a place of exquisite mental freedom'. A place we don't 
go to often enough, 'we all need to connect with the mystery of 
nature, it reflects something back to us about ourselves'. 

I couldn't wait to introduce my students to this activity. 

It's about drama and literacy. Working in this way takes the 
students out of the constraints of getting it right and they feel free 
to play with the semantics of language and they learn a bit about 
structure as well. What Freebody and Luke (1999) call 'text user and 
text participant'. 

I asked the children to come on an imaginary journey with 
me. We were in a hot air balloon high above the town of Northam. 
We imagined the quiet, the clear blue sky, the crisp feel of the 
morning and the clouds around us. I asked the children to look out 

As there were several students who had completed their 
turns, I asked them to work together to perform Rebecca's poem. 
There was a discussion and planning time, and soon they were 
ready to 'have-a-go'. 

Next I had some students each work on one line of Nicole's 
poem. Then they had to hold the action as the poem progressed. 
The final tableaux ended up looking like this. 

NORTHAM 
N I am the floating clouds in the air. 

0 I am the lovely flowers swirling to and fro 

R I am the sun raising its shine. 

T I am the moon sharing my light. 

H I am the rainbow showing ea/our to the world. 

A I am the shadows keeping people company. 

M I am the forest showing people nature. 

By Nicole 
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• In a relaxed position students look carefully at their mask, 

noting what personality it might present. Students are asked 

to focus on the question : How might the mask move to reveal 

its essential qualities? 

Turning away from the group, students put on their mask 

adjusting it for comfort and vision.

• Students then move through the space reacting to each other. 

Students should be aware of body movements and try keeping 

the face of the mask forward to the audience or person you are 

reacting to. 

Tableaux Two: What they did when told the ship was sinking? 

Tableaux Three. What they did when the ship was sinking? 

The class is given time to prepare the three tableaux and these are 

then shared with the whole class. 

The same kind of exercise can be developed using 

• Creation of Rituals

• Fantasy worlds, with storyteller

• The creating of the world in the Big Bang

• Improvisations based on simple situations. 

In each case the exercise/s should focus on mask technique and 

how the mask can assist to tell a story. 

Profile 

- Barbara Blackburn 

Barbara is currently Vice President of DramaWest. She is a retired 

secondary drama teacher who is still very much 'on call' as a drama 

workshop facilitator for both students and teachers. 

Source: Mackay Daily Mercury, 4 April 2000 (Both articles) 

Stimulus 

'Stolen child' slams government claims 
by Meredith Davison 

M ackay woman who was torn away from 

her family more than 52 years ago 

who has lived through this," Mrs McDonald 

said. "We don't want compensation or 

yesterday lashed out at claims that there was anything like that. "All we want is the truth 

no such thing as the stolen generation. - for it to be taught in schools and be 

Veronica Anne McDonald, of Bakers acknowledged. 

Creek, is a member of the stolen generation. "My daughters are fair with green 

Mrs McDonald said government representatives eyes and my granddaughters are blonde -

such as Aboriginal and Torres Strait Islander how do I explain to them about their 

Affairs Minister Senator John Herron and Aborigi nal heritage. There are three 

Member for Dawson De-Anne Kelly were generations of Aboriginality lost. "Senator 

"ignorant to the plight of people who had lived 

through the stolen generation'. 

She blamed Mrs Kelly for not taking 

Herron said only 10 per cent of a generation 

were taken from their families but cannot 

qualify what was really lost." Mrs McDonald 

the time to develop a better understanding of said that for more than 50 years records of 

the stolen generation and the impact it had her life were kept hidden from her. "I was 

on families and people's lives. "Mrs Kelly has told lies - I was told that my father had left 

never been interested enough to meet someone me because I was black scum - I later found 

Kelly weighs into debate 
by Meredith Davison 

out that in fact he died off the shores of 

Mackay in a cyclone. "This is what was 

happening and the government let it happen." 

Mrs McDonald said records of basic 

medical, dental and academic information are 

still with held. "It's not our information but 

the government's apparently. I don't have the 

right to my own records." 

Mrs McDonald said all she wanted was 

acknowledgement of what happened. "I just 

want people to realise that it did happen and 

that what happened was wrong. "We have to 

do this to be able to grow as a nation." 

C laims that there was no "stolen generation 

" have been backed by Member for Dawson assessment of an independent qualified Sydney Olympics would be marred by violence. 

De-Anne Kelly. organization and, to the best of my knowledge, "She said statements such as "if you want to 

The claims were made by Aboriginal was never contradicted or challenged at the see burning cars and burning buildings, then 

and Torres Strait Islander Affairs Minister that time by the then ALP Government. come over (to Australia)" and the description 

Senator John Herron this week. Sen Herron said "Senator Herron's statement using this figure of Australia as a "fascist, racist nation" made 

only 10 per cent of Aboriginal children had was an honest and realistic one which put by Mr Perkins were "disgraceful, divisive and 

been removed from their families in the past the stolen generatio claim into its proper provocative". 

and that this estimate denied the claim that perspective. "We can only achieve true 

there had ever been a "stolen generation". "As reconciliation if we deal with the facts calmly 

the Prime Minister has pointed out, the 10 per and honestly." 

cent estimate was made by the Australian Mrs Kelly also criticized Aboriginal 

Bureau of statistics in 1994," Mrs Kelly said. activist Charles Perkins for comments made 

"It was the informed and scientific during a British radio interview that the 
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The Sovereign Hill Experience 
Geraldine Peters 
Eltham College, 

Victoria 

A model of working with community based educational theatre 

In an historical context. 

he grade four curriculum at Eltham College is imbedded 

in a year long study of early Australian history from the 

time of white settlement. The children are immersed in 

the historical study in many ways. Research, model 

and projects form an integral part of the study. Teacher 

and Student in role and mantle of the expert drama structures put 

the students in the time and place historically. 

Each student takes on a role as a "goldseeker" in 1855. I 

happen to be the commissioner of the area where they begin to 

experience "Goldfever." 

So the Who, Where, When of the role is established. The 

dilemmas "Will I open a shop with my fortune? Will I leave tent 

city? arise as I inject dramatic tension into our story. 

There have been many structures published about "doing 

gold" in primary schools in Australia and thousands of teachers 

have used the model above usually from the European goldseeker's 

perspective. 

In 1999 a huge injection of belief was given to the 

program. What if we tackled the issues of conflict and racism on 

the goldfieds by feeling what it was like to be Chinese in the 

Ballarat district in that era? 

The following is an account of a project undertaken by 

myself and Sue Pohl from The Sovereign Hill Education Service. 

What was going on here? was It s.o.s.E.? 

was it Chinese? was it Literacy? 

It was all of the above. 

A fully integated experience with Drama as the vehicle for learning. 

The crunch, crunch, crunch of feet on the gravel. We will as 

educators, never forget that sound. 

Forty three grade four students being marched in single file up the 

main street of Sovereign Hill in full costume. 

A teacher of Chinese, our Drama Specialist Teacher, two classroom 

teachers and six parents watched in awe as an experience that had 

been six months in the planning unfolded before our eyes. 

The classroom teachers'curriculum documents for our Goldfields' 

Unit of work had stated learning outcomes as follows: 

• Provide an opportunity for the children to experience life on 

the goldfields in the 1850's.

• Understand the hardships endured by the people who lived on 

the goldfields.

But nothing we had written could have prepared us for the 

understandings developed in one day in this amazing setting. 
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Sovereign Hill is a living museum in the Victorian 

country town of Ballarat. Teachers book their classes into 

sessions that cover all aspects of Goldfields' life. Sue 

Pohl, one of the talented team from the Sovereign Hill 

Education Service had devised a program for our grade four 

students entitled Chinese on The Goldfields as part of their 

extensive Asian Studies Program. 

Parents had organized working bees to create 

authentic costumes from large bolts of calico. Students 

had created their own pigtails out of black pantihose and 

hats out of cardboard. 

Teachers had scoured the notes sent by the 

Education Service providing the students with the factual 

knowledge so important for engagement of feelings. 

The original Chinese miners had marched in single 

file from Robe in South Australia when the Victorian 

Government refused entry to "any more" Chinese miners. 

By 1857 there were 23,623 Chinese on the Victorian 

goldfields. Government officials decided to group the 

Chinese into communities of their own. Most of the 

Chinese arriving had no idea of what to expect or how to 

behave in a 'Western'country. The Europeans objected to 

their presence on the goldfields. 

I remember stating to our Drama specialist after 

the first hour that anything that unfolded from then on 

was a bonus. 

The students were in role as Chinese miners. For 

the week before the excursion the students had had 

extensive briefing on what to expect. Education Service 

Staff and members of The Adelphi Theatre Company took 

on a range of patronising or racist roles and treated the 

students just as the miners would have been treated in 

those days. These roles were based in ignorance and 

provided the dramatic tension. 

Why didn't you tell me they were coming! 

Give me more notice next time! 

They all look the same! 

Another lot! 

Go back to where you came from! 

Look at the way they eat ! 

These were statements that rang out as they were marched 

around the streets of Sovereign Hill. 

The Mask and Literacy 
Primary Focus 

Barbara Blackburn, 
Armadale 

Primary School, 

Western Australia 

This unit of working with Mask was presented for the Year 7 students at Armadale Primary School with 

teacher Mary Craen. Humans throughout history has used masks. They are still important in theatre today. 

Using masks as a teaching tool allows students to explore movement, voice and other worlds. Masks have 

the power to enhance and liberate students vocally and physically. 

LESSON INTRODUCTION 

The lesson experience began for the students with a shy Mask 

entering the drama space needing help. 

The lesson began with a short introduction to the history of 

mask, visual examples of a variety of masks for students to explore 

together with pictures of masks used in different cultures. 

It is important students are encouraged to respect the mask 

and its use in stage presentation. Advising the students that the 

actors prefer not to put on their mask in front of an audience. 

The actor turns away to put on the mask, turning back to 

the audience, therefore presenting the mask, not themselves. 

At the conclusion of the performance. The Mask once more 

turns from the audience removes the mask, holding it in their hand, 

Showing the audience Mask and Actor once more as themselves. 

Lesson: 

Exaggerated body movements 

Students' masks are laid around the room or on tables if possible 

and everyone looks at all masks on display. Students should try to 

avoid touching the masks with their hands, any gesture that 

involves the face must be made without actually touching the face. 

Here the leader can demonstrate the technique with their mask. 

Exercise 1 warm-up work 

Students explore the room looking at the chosen objects this time 

through the eyes of the mask. Moving through the space with the 

masks movement pattern. 

Exercise 2 

In Pairs: A: unmasked. 

B: masked. 

A: Calls out an emotion, The Mask must adapt the body and angle 

of head to create the emotion. 

Reverse the exercise. 

Students now practice a mirror movement together. 

Reflection: 

If students have participated in a mirror movement exercise in 

drama, discuss any difference while wearing a mask. 

A ball game can be played wearing masks with the same reflection. 

• Place a chair in the centre of the drama space and have the

students one by one enter the space and sit on the chair

adopting an attitude or emotion that suits the mask.

Exercise 3 Titanic - small groups 

In this section students are asked to create three tableaux pictures 

on the 'Titanic'. They may be any characters from passenger or crew. 

Tableaux One: What they were doing just before they were told 

the ship had struck the iceberg? 

• Movement when working with masks requires us to use our

bodies in an exaggerated manner to create believable

characters, therefore, our non-verbal signals need to be clear to

other actors and our audience. We can no longer use facial

expression to convey nuances of meaning.

• Everyone is encouraged to find an unusual larger than life

movement, keeping the face as blank as possible.

• Move around the drama space greeting each other.

• You may copy other people' s movements. Should you see

anyone using your movement, immediately change yours.

• Begin a movement pattern leading with different parts of your

body. 

• The leader can suggest some movement patterns that lead with

- chin, hips, and knees.

• Encourage students to explore their own areas of the body to

lead with.

Reflection: 

Discuss the kind of character the different actions suggested. 

• Students collect their masks ( or use one supplied). Placing the

mask beside them. They select five objects to look at in the

room, allowing their eyes to lead the body. 

• Next, placing the mask on their hand, using the arm as a spine,

they allow the mask to look at the objects selected.
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magic of drama. 

I selected the following stories and I have included the 

activates and my reflections on those from The Rainbow Rider and 

Going Home. 

stories used in the Program 
Kennedy, M. (1980). Wings. New York: Scholastic Book Services. 

Sendak, Me. (1963). Where the Wild Things Are. London: Penguin 

Group. 

Wild,.(1993. Going Home. Sydney: Ashton Scholastic. 

Valen,. (1974). Rainbow Rider. New York: Thomas Y. Crowell 

Company 

Zolotow,. (1962). When the Wind Stops. London: Harper and Row. 
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Bery1 Chalk has a Diploma of Education, Graduate Diploma in Reading 

Education and a Masters of Education (drama studies) from Edith Cowan 

University, WA. She is currently a PhD candidate with the University of 

Western Australia researching the expressive arts (drama) as a means to 

reflect on the construction of identity. Beryl was a Junior Primary teacher 

with Education WA for 30 years and during that time she was Teacher in 

Charge of a Reading Clinic and a Project Officer with the First Steps and 

Monitoring Standards in Education Projects. She is in her fifth year as a 

sessional teacher of Drama in Education and Literacy at Edith Cowan 

University. 

The layered activities that followed built belief in 
their characters. 
The Chinese village and temple tour, sharing rice and green tea, 

writing names in Chinese characters, obtaining licences, writing 

home to family in the Kwangtung Province near Hong Kong and 

gold panning were all carried out with the children maintaining 

their role. 

What can we learn from history? 

The Adelphi Theatre Company's presentation of "Chinese 

Whispers" makes that transfer. The play uses the historical theme 

of racism towards the Chinese to address bullying in schools. 

Watching this play was how we finished the day. We were able to 

develop a wealth of follow up activities back in the classroom 

which dealt with this issue. 

Nancy, a nine year old student of 

Egyptian descent has the last word. 

I thought that we would only have parts of the day 

in role as Chinese Miners. I loved how it went all on all day. 

The Sovereign Hill actors were very good. 

They made me feel like I was really back in 1856. 

There are no differences between people except how 

they look and speak. So why did people treat the Chinese 

so badly. I now can feel what it must have been like. 

You shouldn't tease people just because they are different! 

Students in role as the Chinese Miners 

Staff of the Sovereign Hill Education 

Service in role on the day. 

More information about the program can be obtained through: 

Sovereign Hill Education Service Homepage 

http://www.soverei gn hill.austasia.netf education 

-

Profile 
Geraldine Peters 

Geraldine Peters is currently a primary school teacher at Eltham College in 

Victoria. 1999 saw her change from teaching a grade one class to grade 

four. 

Geraldine is at the moment trying to juggle family life, full time teaching 

and returning to study. Enroled in Melbourne University's Depatment of 

Language, Literacy and Arts she has undertaken a pilot study of her 

practice as a way of preparing for her thesis for her Masters degree. 

Teaching using "the Arts" particularly Drama, as the main vehicle for 

learning has been her passion and now researching this passion is 

proving challenging. 
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Deborah Ruellan 

Madonna Stinson 

Queensland School 

Curriculum Council, 

Queensland 
Pigs Can Fly 

his article is a summary of a module that will be 

published in 2001 as part of the support materials for the 

forthcoming Queensland: The Arts Years 1 to 10 Syllabus. 

The module has been written to allow for complementary 

learning in drama and visual arts. Drama provides the context for 

the Visual Arts learning and Visual Arts provides the location for 

the Drama learning. Students are involved in a mystery that 

provides the context for decision making and exploring ways of 

solving visual, spatial, verbal and sensory problems. The complete 

module contains worksheets, ideas for assessment and more 

detailed explanations of activities. 

Activities are based on the following core learning 

outcomes from the drama and visual arts strands of the draft 

Syllabus 

Drama outcomes 

DR3.1 Students negotiate, in and out of role, a range of 

situations and narratives. 

DR3.2 Students rehearse and present dramatic action for a 

specific purpose. 

DR3.3 Students discuss and interpret the learnings and 

understandings developed through drama experiences. 

Visual Arts outcomes 

VA3.1 Students design, make and modify images and objects 

applying elements and additional concepts to construct 

intended meanings. 

VA3.2 Students make and display images and objects 

understanding the functions of informal and formal 

display. 

VA3.3 S tudents compare elements and additional concepts of 

images and objects from a variety of cultural and 

historical contexts. 

overview of activities 

Orientating: A letter to the class announces mysterious activities 

at the art gallery. The chief curator asks the students for help and 

they are enroled as assistant curators. Ideas are brainstormed and 

the clues are unpacked. 

Enhancing: The most likely explanations for the mystery are 

selected. The students develop scenarios into short plays. Students 

make 'pig'-related images and objects that will provide the setting 

for the short plays explaining the mystery. 

Synthesising: The curator confesses to misleading the children and 
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explains the reasons. Students decide whether or not to continue to 

assist, and are asked to collaborate in devising a plan to present 

and display their work in the 'art gallery'. The students present 

short plays explaining the mystery at the 'gallery' opening to an 

invited audience 

Before commencing: Teacher and students should agree to work on 

a drama/visual arts course of study. It is important to have an 

informal 'contract' at this point especially if the class is unfamiliar 

with working in a drama/playbuilding way. 

Orientating 

Phase 1: Enroling and Discovering 

• In response to a request for help (Resource sheet 1) students

brainstorm what they will need to know to fulfil the

requirements of the request.

• Students research/investigate/discuss/ the role of gallery

curators to be able to enrol in 'Mantle of the Expert' as

Assistant Curators for the drama.

• Create a concept/mind map about Pigs. (Consider what images

and objects could be in the Pigs can Fly exhibition)

• Brainstorm ideas with students to create a list of action words.

Imagine if pigs can fly, pigs can dance, pigs can snorkel, pigs

can pole vault, pigs can ...

• Discover and collect images and objects of pigs from a range of

timeframes and sources, find pictures in books, magazines.

Look for stickers, badges, poems, stories, pigs in art, pigs on

the net etc.

• Students could also make name badges/identity cards to be

worn during the drama to signal when the students are in or 

out of role as assistant curators.

• Students prepare an enroling ritual or signal to signify the

stepping in and out of role.

Phase 2: Building Belief and Exp Loring 

At the Building Belief stage it is important that the students 

recognise (and go along with) the pretence. When in role the 

teacher models changes of voice, language, gesture and posture. 

Allowing time for reflection, when both teacher and students are 

out of role, develops students' ability to distinguish between 

moments of dramatic action and how to use the terminology of 

drama to describe these. 

• Teacher goes into role as curator. The students in role as

detectives interview the curator, asking questions about the

reach understandings about their new experience for which they 

may not have adequate verbal expression; develop a feeling of 

mystery and wonder about the world and learn that his/her 

questions are important and worthy of exploration and develop 

the confidence to ask questions; understand that some things 

in life are constant and to identify some of these; 

• to understand that things and circumstances change and our

inner resources can help our adjustment to and acceptance of

these changes.

The Rainbow Rider (the stories I worked with are listed at the end 

of the article) was selected on the theme of loneliness and how to 

make friends. This text demonstrates the use of inner resources to 

overcome loneliness and at a subtle level it deals with choices 

about making friends, i.e., not all approaches in the name of 

friendship will work. 

The drama activity 

After listening to the story and our discussion which follows story 

time I interpret the inevitable "is that true?" to mean, "is part of 

me in that story?" (Meek, 1977) we did partner sculpting. (Body as 

text). One child had to sculpt the other into a shape which said 

'sad or lonely'. 

We then had a mat session in which partners demonstrated 

their sad sculpture. I was surprised at the understandings and 

knowledge the children demonstrated about body language which 

was evident in their comments and the amount of discussion and 

humour they generated. Of course, the hidden variable for the 

success of this activity is the ability to work collaboratively 

(negotiated decisions) which requires discussion, description, 

giving directions and explanation. (Speaking and Listening). 

Following the sculpture session we formed a circle and a 

large ball made of crepe paper was introduced. The children threw 

the ball across the circle and the child who caught it wrapped the 

paper around her/his wrist saying 'friends are good for' then threw 

the ball to another child. As the ball is unwound critical decisions 

on rules are created, eg, what to do if the paper breaks. The 

children are developing sentence structure and engaged in natural 

language of social interaction, Cambourne's (1989) 'immersion' and 

Sloan and Latham's (1980) 'vividness'. As the session neared its 

natural completion one of the students yelled, 'we' ve made a web!' 

I pinned the crepe paper to the floor with thumbtacks and one 

student exclaimed, "Its like a rainbow on the floor!" We 

spontaneously decided to 'walk the rainbow' (evoking the labyrinth 

or dromenon journey to the centre and out) and became very 

absorbed. They all stopped at the end of the rainbow to make a 

wish and some children spectacularly 'leaped' from the end with 

comments like, "here goes!" , "catch me !" , "I hope I can fly!" all 

of which goes to support the comments made by Bearne (1992) and 

Courtney (1995) that children live in a dual nature of pretend and 

reality which, I believe, longs to be expressed. I love it when the 

activity 'takes' and the children start to drive their own learning as 

in 'let's walk the rainbow!'. I get a sense of art becoming 'high play' 

where the learning is multi modal engaging many intelligences and 

developing many literacies. 

I'll just mention that in the story Going Home a boy in 

hospital uses his imagination to deal with separation from his 

family. It is through the imagination that we can envisage what is 

not present, the past, the future, the absent and the unreal, to 

think about things that are not present to the senses (Warnock, 

1986). 

One of the activities was again a body sculpture to show 

the concept of 'home'. I also asked the children to bring in sheets, 

blankets and pillows one day and we spent the afternoon creating a 

'home' using the desks and chairs. (yes, a high noise tolerance is 

required!) 

The body sculptures indicated that the students had moved 

beyond the word 'house' being synonymous with 'home'. Two 

students hugged each other, another student sat on a chair and his 

partner knelt and placed his head in his lap, two students curled up 

on the floor. It was quite a moving experience to witness these 

young students expressing their ideas with depth and sensitivity. 

The modeling clay work produced some evocative pieces. The 

following are a few examples: a small boat in which the student sat 

holding onto the anchor; a mother figure standing with arms 

outstretched; a cat arching its back; a plate for each member of the 

family piled high with food; a child bouncing a ball. 

sculpture with Furniture: 

Eventually, after students had decided who they were going to work 

with etc, they settled down to the construction process and the 

chaos started to take form. I think this exercise is a significant 

metaphor to express the beginning of the school year, it really must 

seem chaotic and formless to many of the children. 

It was fascinating to observe the amount of re-building that 

occurred with quite a few squabbles and debates, however, these 

seemed to sort themselves out and required little intervention on 

my part. Finally the students decided to make the structure one big 

home with tunnels and secret entrances. They quickly created a new 

world and began to role play. 

As I accepted an invitation to 'come through the tunnel 

into our secret room' and crawled along the floor with my tiny 

guides I felt a sense of 'we've made it'. My Madeleines and Calvins 

were still a bunch of individuals but I knew they'd transformed into 

individuals who felt safe enough to up end their desks and chairs 

and make a place with secret tunnels and entrances. This is the 
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Beryl Chalk 

Edith Cowon 

University, 

Western Austrolia 

'The Journey Home is the 

Only Journey' 
Story, Drama and Imagination - Transition K-1 

'[S]tories can support individual and collective transformation and growth' (Ellis, 1999, p.1). 

rama provides a context in which 'the significance of 

the experience creates the extent and depth of 

meaning for each individual' (Chalk, 1996, p.20). It is 

the extent and depth of meaning for the individual 

within the collective that is Year 1 that transforms and allows the 

young constructor of literacy to grow. It is through the power of 

story and drama that we can connect with each other and the 

world. Stories affirm our experiences and help us make sense our 

inner and outer worlds '(N]arrative offers a way of reconciling the 

opposites of here and now reality and the reality of the 

imagination, the dual landscape of life' (Bearne, 1992, p.145). 

'[L]iterature can help us perceive reality in fresh and new ways' 

(Sipe, 1999, p.24). 

The transition from Pre Primary to the more formal Year One 

situation can be quite traumatic for 5-6 year children. The trend 

towards locating Pre-Primary centres within the main school 

campus have helped to relieve the anxiety of starting 'big school'. 

Teachers can put together a program which minimises the stress of 

dealing with a new situation and maximises children's imaginative 

intelligence (Courtney, 1995) to make school an adventurous and 

nurturing experience. 

When I see a class of five year old children on their first 

day of school carrying their new school bags packed with new 

possessions I am reminded of the Archetypal Fool who sets out on 

his journey of discovery with his 'potential' tied in a bundle which 

dangles carelessly over his shoulder. I always wonder how well 

equipped these children are for their journey which may last twelve 

years! It is an awesome thought that developing this potential, the 

promise within each child, is partly my responsibility. It is the 

adult educator's role to support the child as she/he grapples with 

individual growth and the demands of the educational setting and 

program. The feelings students experience in the first year of 

school may continue to shape attitudes throughout their future 

schooling. 

A few years ago my Year One students came to me as an 

'unsettled' bunch - this happens sometimes and I call it the 

'chemistry of the group'. It was a bit like having 29 Madeleine's and 

Colvins and by 9:30 am I was ready for a rest! When planning my 

term overview I decided to focus on story, drama and other 

expressive arts to ease their transition into formal schooling. I 

hoped that this scattered bunch would develop some cohesion and 
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that I would reach lunchtime with enough energy to chat with 

colleagues! 

So I decided to design a transition program using story as 

the catalyst to create an environment in which each student could 

develop the inner resources to take risks and develop a sense of 

belonging and security within the classroom and hopefully the 

school. 

I selected stories which had some form of journey and 

planned activities around each story which included: reading the 

story aloud; drama - role play, mime, guided visualisation, puppets, 

story opera, story circles, body sculpture and sound scapes; 

discussion and other art work such as painting, collage, mask, 

collograph prints and clay sculpture. Literacy was embedded in 

these activities as I also planned for shared book reading, modeled 

writing, word searches, text innovation from which we produce our 

own Big Books, writing, oral retells, story maps from 3D to 

illustrated. (Latham and Sloan, 1980). Music in the form of 

rhythmic speech ensembles (Nash, 1969) is always part of my 

literacy program as I believe there are many literacies. Phonemic 

awareness skills require a sensitivity to the natural cadences of the 

spoken language - what better way to do this than clapping, 

stamping, and moving the body to the rhythm of a sentence? 

Shakespeare' s iambic pentameter, which emulates the heart beat 

(daDA, daDA, daDA, daDA, daDA) gets stamped and jumped around 

my classroom, using chants such as, I came to school and mode a 

friend today! 

My own objectives were: 

• to develop a program and environment in which each student

would have the opportunity to come to terms with emotions

experienced as he/she adapts and adjusts to formal schooling

and learn that all emotions are real and necessary with an

appropriate means of expression;

• for the children to learn that all humans long to have a home

where identity is affirmed;

• to develop a sense of security and explore the emotions

triggered by experiences of 'departing' and 'returning' ;

• to build inner resources to develop a sense of self identity; use 

the imagination and creative expression to explore, develop and 

events leading up to the letter. 

• Students are provided with bags of clues, one for each group, ,

for example,in one plastic bag - a replica of a footprint, a

paperclip tied to a piece of string, an old bus ticket, in

another: a piece of torn cloth, a bent nail, a business card from

an art supplies shop. The clues should suggest some of the

characteristics of the person who left them.

In groups they work out a range of possible scenarios that

explain the mystery.

• Students in groups devise and present one selected scenario as 

a set of three freeze frames with captions. The freeze frames

show the beginning, middle and end of each scenario.

• Explore brainstormed ideas about pigs by applying and

experimenting with: materials and processes listed (see

Resource Sheet 2) and visual art and design elements of line,

shape, texture and colour.

• Students consider the possible display space for their gallery

presentation and exhibition.

• Class discussion about the narrative so far. Encourage the use 

of related terminology as listed while the discussion progresses.

• Students experiment with visual art and design elements of

line, shape, texture and colour through space, balance, contrast

and pattern. Use brainstormed ideas about pigs as stimulus for 

experiments which may include: 

Placing the pigs in different positions on the page, in the 

corner, in the centre, overlapping another shape to explore 

spatial relationships. 

Students balancing shapes and colours for example using 

only two colours to create an image, how much do you need 

of each colour in the picture. 

Contrasting shapes and textures and experiment with dark 

-colours against light colours (light attracts your eye and

dark recedes) to create contrast.

Design a simple pig motif (two dimensional or three

dimensional) and experiment by repeating, colouring,

rotating design, make it get larger and gradually smaller to 

make patterns.

Enhancing 

Phase 3: Developing the narrative and experimenting 

• Discuss (or re-present and discuss) possible scenarios. List

under: Probable, Possible, Unlikely (Thanks to Sandra

Gattenhof for this strategy.)

Agree on the most probable scenarios.

• Role-on-the-wall the perpetrator. Whole class or small group

activity. The outline of a body is drawn on a large sheet of

paper. Inside the shape record the information we know about

the perpetrator (drawn from the clues). Outside the shape,

record some suppositions that might be made. Teacher suggests

preparing scenes for television crime program such as 

Crimewatch or Australia's Most Wanted. The class decides on 

how the classroom can be converted to an art gallery? This will 

provide the setting for the scenes. 

• Students work individually and in small groups to design and

make 101 pig images and objects to develop ideas for 'The Pigs

can Fly' exhibition. Make no two pigs the same.

• In small groups students choose one of the most probable

scenarios. Each group prepares a freeze frame that shows a key

moment from the scenario. As each group presents the freeze

frame, the other groups provide a caption for the freeze frame

the caption becomes the title for the scene.

• Each group develops the freeze frame into a short scene (up to

two minutes) that intends to share the action with an

audience. Scenes prepared for showing on the television

program.

• Rehearse and polish scenes.

• Arrange all the pig experiments on horizontal or vertical

surfaces as a class - discuss what experiments are successful,

what you like and dislike and why certain pieces are more

successful than others. Identify and compare images by

discussing and identifying the elements (line, shape, texture,

colour), concepts (space, balance, contrast, pattern) and ideas

in their own and others' work.

• Consider audience, voice (including warm-ups), how best to 

convey role. 

• Define space to create a performance space. The space may be

defined by: twigs, fallen leaves and branches, found objects

rulers, pencil cases and pencil, rope and/or fabric furniture. You

may wish to make it in the outline of a pig.

Phase 4: Adding a complication and developing 

• While students are rehearsing the teacher interrupts their work.

As Teacher In Role s/he confesses that s/he is the perpetrator.

Perhaps by using the following:

You have all worked so hard and come up with fantastic ideas 

about what has been happening in the gallery. Come here, sit 

down and listen carefully, I have something very important to 

say to you. I've made some notes so I don't forget anything. I've 

been working on this exhibition for a long time. I had the idea 

last year and have spent ages contacting artists, trying to get 

sponsorship, and promoting the idea. It is the most important 

exhibition this gallery hos ever had. If this exhibition fails then 

the gallery will have to close and I, and the others who work 

here, will lose our jobs. I don't want to do anything else but this. 

You see I'm counting on this exhibition being a success. But I 

don't seem to be able to get much interest. I have got no 

sponsorship. No one seems interested. No one was coming. So ... 

That is why I moved the pieces in the exhibition around. I'm 
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afraid there is no mystery. I did it. I did it to try to get some 

publicity. I'm so sorry. I feel dreadful. I needed some help to 

publicise this exhibition, now I've even lost your good will. What 

can I do? 

• Out of role students reflect on action so far and decide whether

or not to continue to help.

• Students select one or more of the 101 pigs and make

modifications such as a half pig, half frog/person/car or give 

the pig a secret identity. 

synthesising 

Phase 5: Working towards possible solutions 

• Teacher-in-Role continues to ask for help for the opening of the

gallery and assures the students that with their help the

opening will draw the required crowd and the gallery will be

saved. Either in or out of role the students discuss the 

consequences of agreeing to help curator get some publicity for

the exhibition. Think-pair-share ways of doing this. List them.

• In groups or whole class discussion consider better ways of 

raising awareness about the gallery and the showing in the 

community. 

• Rehearse and polish the presentations from earlier to present as 

'The Mystery of the Flying Pigs' on the night of the gallery

opening.

• Design posters to promote the 'Pigs can Fly' exhibition using

one or more of the following ideas:

- What happened the night the pigs flew 

- When the pig grew wings they saw ... 

- The mystery of the flying pig 

• Students design a display of the modified pig images for a 

particular space such as the classroom and/or the wider school 

community. Incorporate the poster designs as part of the

students' display.

• Invite guests {An audience of parents, peers or other classes 

from the school) and hold gallery opening and share drama 

presentations. 
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Phase 6: Reflection/responding/evaluating 

• Whole class discussion in response to the drama, identifying 

elements and conventions that were used. Analyse effectiveness 

of the use of those elements and conventions.

• Students may write in role at any point in the drama. They may

write a diary entry or report as detectives, curators, or Terry

D'Artz.

• Students select images and objects from the exhibition to

conduct peer and self-assessments. Discuss your individual or 

group's work, identify, describe and compare made images and

objects.

• Write, discuss or illustrate personal reflections of problems

faced or encountered in visual journal, folio or notebooks.

Profile 

- Deborah Ruellan

Deborah Ruellan is a Visual Arts and Dance practitioner and teacher who 

has studied, exhibited and taught in Queensland, Victoria and the United 

Kingdom. Currently, Deborah is an Arts Project Officer for the office of the 

Queensland School Curriculum Council. As one of the members of The Arts 

project team she is developing the years 1-10 Arts Syllabus, Sourcebook 

and Initial In-service materials for implementation in Queensland 

Schools. Deborah's focus in the arts team is to manage the Visual Arts 

strand of the emerging curriculum document. 

Profile 

Madonna Stinson 

Madonna Stinson is currently employed as an Arts Project Officer by the 

Queensland School Curriculum Council where she is working as part of 

the team writing the forthcoming syllabus in The Arts for Years 1-10. 

Previously Head of Performing Arts at a large Brisbane high school, she 

has taught in the primary, secondary and tertiary sectors both here and 

in the United Kingdom. Her Master's thesis focused on play-scripts for 

youth theatre and their connections with both popular culture and 

traditional theatre forms. A founding member of Red Jam, a 
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she can. Madonna is currently undertaking doctoral studies at Griffith 

University. 

The Residents of wantville • A Role Play 

Purpose 

The next stage in this process drama was to allow the students to 

take on the role of a resident of Wantville to explore 'a situation 

that is tangential or analogous' to a known text. It was considered 

that this strategy within the drama developed an element of 

tension to the narrative. 

Strategy 

I explained to the students that they were to become a resident of 

Wantville at a particular venue within the city. Working in small 

groups the students developed characters and then created and 

shared a role-play relevant to their venue, which involved an 

argument because of the nature of the greedy residents of 

Wantville. Examples: Ordering too much food at MacDonalds, 

'pushing in' at the pool's water slide. 

capturing the crown - Teacher in Role and Role-Play 

Purpose 

This strategy allowed the students the opportunity to investigate 

role reversal within a consistent context. Students could reflect and 

their role-play as greedy residents of Wantville and then explore its 

antithesis, generosity. As well as enhancing critical literacy of 

students this strategy had the added bonus of exploring issues of 

morality. The dramatic element created a closure for the process 

drama. 

Strategy 

Again going into role as the professor, I mimed going to the 

imaginary Dragon in the Mall and removing the crown from his claw 

and read: 

'WHOEVER WEARS THIS CROWN SHALL BE RULER OF ALL THE LAND 

AND GROW LESS GREEDY EVERYDAY AND WILL HELP OTHERS TO DO 

THE SAME.' 

I asked, could you now show me how the people of Wantville 

behave following the release of the crown from the Dragon so I can 

finish my report for the University? 

Working in the same groups, at the same venue in the city, 

students created and presented scenes appropriate to their changed 

state - generous citizens of Wantville. 

Profile 

Julie Porteus 

Julie is a grade 3/4 teacher at Invermay Primary Launceston. She is a 

part-time tutor at the University of Tasmania in Drama in Education for 

Primary and Early Childhood Students. Julie is in her final stages of 

completing a Master of Education, researching teachers' perceptions of 

drama in primary classroom. 
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Enhancing Critical Literacy through Drama 

Julie Porteus 
Invemay Primary 

School, Tasmania 

The Dragon of Mith and the Dragon 

of Wantville - A Process Drama 

imons and Ewing (1998) state, "To be truly literate, 

students need to be able to relate themes, settings, plot 

and characters in the books they read to the contexts of 

their own social and literary experiences.' (p.18). Critical 

literacy can be enhanced through the use of analogy and drama as 

a way of exploring a known text. Dorothy Heathecote used this 

strategy as explained by Betty Jane Wagner (1976) when she 

described Dorothy's strategy as follows, 'she reorders the events in 

the book, raises questions about them, or has the class enter into 

and role play a situation that is tangential or analogous to them.' 

(p.187). The following lesson outline describes how the text The

Dragon of Mith by Kate Walker was used to enhance the critical 

literacy of students through a process drama that used analogy of 

'greed as opposed to silliness' and moved the medieval setting of 

the text into a contemporary social environment. 

Brief Background to the Text - The Dragon of Mith 

be acting sensibly? Students would need to have recognised and 

understood the 'silly' behaviour of characters in the original text, 

thus giving an opportunity to deepen their critical literacy through 

this role play opportunity. A simple process of 'thought tracking' 

used the dramatic element of time to commence the drama. 

Strategy 

In-groups of 3 or 4 the students prepared and presented a role-play 

that reflected the lives of the main characters from the story 10 

years on. They highlighted the behaviours of the following 

appointed characters: Charlotta, Jacob, Mo and Uncle Clem, Mayor 

Pennyworth, Madeline McBride, The Hermit, and Crissy. 

Teacher in Role and creation of the scene 

Purpose 

This strategy offered an opportunity to extend the known narrative 

and to explore the story within the context of a contemporary 

I read the novel to a Grade Two class over a number of weeks. The setting by creating the 'set' of Wantville for the next stage of the 

text is full of delightful and distinctive characters that live in a drama. The dramatic elements that were considered for this stage of 

medieval village called Mith, basically all its residents are 'silly', but the drama included the use of space, time and symbol. 

lovable. When a dragon, with fetish for fruit, arrives in the town 

square one day, all the residents flee to the hills where the hermits Strategy 

live. The dragon has come to give the crown he is wearing to the I went into role as Professor Care from the local University who has 

dragon slayer - the inscription on the crown vows to make the heard about the arrival of a dragon in the city suburb of Wantville. 

wearer 'brave and sensible!' Mith is left deserted except for except The residents of Wantville are very greedy people always wanting 

for Crissy who befriends the dragon, and Charlotta Chittering and things. I believe they even have a Handbook (link with the text -

Jacob Jacobson who plot to kill the dragon. The Mayor turns out to 

be a failed dragon slayer. Jacobson's attempt to burn the dragon 

only brings about its renewal. Finally the Mayor saves the day by 

rescuing the crown from the dragon and the villagers all live 

'sensibly ever after'. 

An outline of The Process Drama 

Opening - Purpose 

The opening was a means of reflecting on the characters from 'The 

Dragon of Mith' 10 years on from where the end of the text. This 

strategy enables students to focus on the meaning of 'being brave 

and sensible' and to explore this attribute through the changed 

behaviour of the characters in the story. How would each character 
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hermits and dragon slayers have Handbooks) that tells them how to 

get everything they want! As residents of the city, the students 

were asked to help me set up a 'map' of the suburb of Wantville to 

help with my investigations. This process was carried out by 

students placing A4 sheets with computer graphics that 

represented venues in various places within the room. (The icons 

you choose need only be a simple visual representation for the 

students.) Venues included: A mall, MacDonald's, a park with train 

rides, a swimming pool with water slide, a Roller World, a Kmart, a 

movie theatre, a ToyWorld and a supermarket. 

Through this process the room was converted into a 'set' of the 

suburb of Wantville in readiness for the next part of the drama. 

Resource Sheet 1 

Ji�aw Gallery 
[Teacher to insert fictional address which should be in the local area] 

[Insert date] 

Dear [insert class teacher's name], 

You have told me so many times about how clever the students in your class are at solving problems. 

Well, I have a real puzzle and am hoping that they will be able to help me solve it. 

As you know we are preparing for the opening of our Pigs Can Fly exhibition next week. This is a really 

important showing for us and the future of our gallery depends on this exhibition being a success. 

Some very strange and mysterious things have been happening as we have been setting up for the 

exhibition. Each morning when we arrive at work one of the art works has changed position. Sometimes it 

is a painting turned to the wall. At other times sculptures have been turned around or moved to a different 

location. Nothing has ever been damaged and whoever is doing this has been careful not to scratch or 

spoil any of the art works. 

Would your students be able to assist me in uncovering the solution to this mystery? I wondered if they 

might come in 'undercover' as assistant curators of the exhibition and put together any clues they can find 

to uncover the perpetrator of these deeds. 

I would also like to invite your students to contribute their own 'pig' artworks to the exhibition. I look 

forward to seeing the imaginative and exciting range of artwork your students have made. 

Yours faithfully, 

Terry D' Artz 

Curator 

Jigsaw Gallery 
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Resource Sheet 2 

use the following list as suggestions to explore Ideas, feeling, experiences and observations. 

Create a collage box of students' findings from the orientating phase. 

Construct work-stations with materials for students to explore, experiment with and move between. Eg. One 

table may be set up with wet and dry drawing materials and the next table with sculptural 

materials etc. 

MA f E RIALS 
A range of surfaces to draw, 

paint and print on such as: 

coloured papers 

corrugated cardboard 

glossy magazine images 

pages from phone books 

newsprint 

round solid shapes of various sizes 

small boxes or containers 

fabric scraps etc. 

A range of natural and made construction 

materials to work with or on such as: 

found leaves, twigs, branches, bark, 

ice, water, sand, discarded plastics, 

bottles, containers, plastic sheeting, 

Explore, combine, apply and use wet and dry 

media such as: 

Paint - acrylic, watercolour 

PVA Glue 

Sand 

Wax crayons 

Thin or thick sticks to scratch through wet paint 

Thick or thin drawing materials to draw over dry paint 

Charcoal 

Felt pens 

Coloured inks Natural dyes or stains 

(beetroot, ochres, marbling inks) 

Chalk Pastels 

Pencils 

Coloured pencils 

Clay 

mechanic objects, parts of bicycles, broken toys, junk etc. Wire, string and twines 

Plaster. 

PROCESSES 
A Range of Techniques and Effects 

Mixing Wrapping Assembling 

Scratching back (sgrafitto) Overlapping Sculpting 

Tearing Segmenting Inventing 

Folding Rotating Sponging 

Joining Inverting Printing 

Layering Repeating Moulding 

Twisting Constructing 
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of the visual text, Moore used a range of drama strategies: for 

example, mantle of the expert, chant, thought tracking, hot-seating 

and writing in role. They reflected in journals, and wrote in and 

out of role. As is the case with many drama lessons, the pressure of 

time meant Tiina had to end more abruptly than she wished. As a 

final task she asked students to write in role addressing the story's 

ending and was pleasantly surprised by the responses: "In several 

instances students who were very self-conscious and seemingly 

minimally involved ... had written poignantly in role. It is always 

worth checking shifts in understanding in more ways than simply 

through teacher observation. Insights often come out of 

discussions ... allotted significance by the luxury of time". 

A second way of developing critical literacy is to use the 

students own experiences. One way useful to establish role 

distance and yet encourage students to apply their real-life 

understanding is to use "squibs", the little fillers in newspapers 

which give the dry bones of a story which may be given more fully 

in the next day's paper. Because these come out of our culture, 

they will be relevant. It is best to find reasonably ambiguous 

stories, where gaps are present or possible, and which has the 

potential to link with the students' experience. One that I have 

used is "The Baby on the Train", which taps into the fact that many 

group shares its presentation ; the spectators are asked to identify 

the seeds of the future problem buried in each role-play. 

Then, six months later, the problem has escalated and each 

baby is a year old. Groups discuss the problems, and elect 

representatives who are simultaneously hot-seated as a panel on a 

TV show discussing childcare : its joys and difficulties. They may 

choose to talk about their difficulties or, reveal them in subtext, 

through voice or body language. 

Out of role, the class can discuss which one of the emerging 

stories they now want to pursue in drama. They can improvise 

different versions of how that baby came to be abandoned, and 

writing tasks of different genres can be implemented : a newspaper 

story for the next day; instructions to railway employees on how to 

deal with lost children; a diary entry by the child's mother; a 

narrative of the child's future life. 

In conclusion drama is a very important way to ensure that 

each of our students develops to the best of his/her abilities. One 

most important way it does this is by facilitating literacy learning 

that is intrinsically purposeful, flexible and dynamic. 
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several of these are well reflected in good drama teaching. For 

example, the authors identify using the students' own experiences, 

or using literature as effective. Most of us have harnessed real-life 

contexts for our drama work. We use enactments of the stories that 

students tell, and these often lead to reading and writing in role . 

From nursery rhymes and fairy tales to television heroes and film 

plots, many existing narratives are explored in drama classes. Great 

practitioners like Cecily O'Neill have used myth as a pre-text for a 

drama class (e.g. The Seal Wife), and important drama textbooks 

(e.g. those by Haseman and O'Toole or Burton) explore ways that a 

teacher can work with established texts. 

Drama is especially effective in promoting critical literacy. 

This concept comes from the sociocultural approach and represents 

the highest order of meaning-making. Critical literacy goes well 

beyond decoding the print; students are encouraged to apply their 

understandings of their own social contexts, and to detect how the 

writer manipulates them towards a particular position. In 

establishing a strong personal connection between the student and 

the text, critical literacy can make students highly motivated, and 

motivation is crucial for success in learning how to read and write. 

One way drama promotes critical literacy is by exploring texts from 

different perspectives. For example, a K-6 teacher might explore 

the nursery rhyme "Humpty Dumpty" not from perspective of the 

taleteller, but from the soldiers' point of view, or from Humpty's 

own imagined thoughts; older students might explore it for the 

political metaphor. 

In order to change the perspective, they need to apply 

understandings from their own lived experiences. Kathleen Warren 

describes exploring the fairy story Cinderella by having students 

enact roles of people cleaning the palace after the ball. It is easy 

to imagine extending her drama with a written proclamation from 

the palace, which the children as experts help the teacher (in role 

as a less literate person) to read. As the drama gives rise to the 

need, letters could be written in role to complain to the prince 

about the state of the ballroom. 

Whatever the level of learning, K-12 or adult learning, 

drama lessons need to be carefully planned. This involves three 

inter-related tasks: choosing the content of the lesson and the 

stimulus to evoke it; choosing the roles to be adopted, and 

structuring the drama tasks. The choice of stimulus may depend on 

the students' background knowledge of language or culture and 

their particular interests. Especially with difficult texts, information 

may need to be fed into the drama, perhaps by the teacher in role, 

or students may like time to pool their ideas so they can maximise 

their social understanding. The initial steps of the lesson edge 

students into the drama world. They become imaginatively 

engaged, and are positioned to use their own lived experiences. To 

lure students into drama, Heathcote used apparent musings such as 

: "I wonder what made the early sailors set out to sea, when they 

didnt really even know whether or not the earth was flat ?" Their 
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imaginations caught, students often began by literacy tasks such as 

writing the contracts that would sign them onto the ship's 

inaugural journey. Cecily O'Neill uses pre-texts - stimuli which 

imply a strong context and characters, and plant clues for the 

creation of an enticing drama world. Teachers can choose and set 

up significant moments implied in the pre-text around which 

students create their drama. They can slow the process with 

different techniques and structures encouraging analysis and 

reflection. For example students can begin with a story's ending, 

and work backwards, exploring why it happened. Focus can be 

shifted from what happened to why or how it happened. At 

different points in the drama students can be led to read and write 

- in role as a character, or out of role reflecting upon their own

experience. Depending upon the drama task, different genres of

writing can be adopted.For example, in a class exploring science

through drama, students combined science tests (such as

fingerprint comparisons) and re-enactment of possible murder

scenarios. Eventually they wrote a forensic report for the coroner's

court based on their discoveries.

One important way of developing critical literacy is by 

using an established text. In 1996 in NADIE's Phoenix Text project, 

primary teachers from each state began their drama teaching with 

the same text, van Allsburg's The Mystery of Harris Burdick and 

these were reported in the NADIE Monograph. In Victoria, Tiina 

Moore started with a picture from the book showing a girl in 

shadows, lying in bed. Her arm has dropped from holding a book, 

out of which a vine is growing. The picture is sub-titled "MR. 

LINDEN'S LIBRARY He had warned her about the book. Now it was 

too late. Deconstructing this picture her class then built an original 

story in their chosen genre (the supernatural ), based on one 

student's suggestion that "Tess" (as they named the character in 

the bed) had somehow entered the book. In order to develop the 

story, the class drew upon their knowledge of pop culture, using 

jargon from "The X Files", describing Tess as in a state of "forever 

sleep". As teacher in role Moore facilitated them into expert roles : 

doctors trying to suspend their scientific disbelief in the 

paranormal and bring Tess back to life and out of the book. As in 

all good teaching, the drama evolved within a structure set in place 

by the teacher, but filled out in unexpected ways by the students. 

Tiina Moore described her intentions for the lessons. "My own 

practice is rooted in drama for literacy whereby narrative becomes 

·the basis for speculation about story outcomes and for embedding

drama skills and structures. Form and content are intertwined in

improvisational work in order that children first have something to

say and secondly have choices as to how best to say it ... I wanted

every student to feel he/she had an investment in the story and I

wanted the experience to be a strong and memorable end to their

primary years. I foresaw a synthesising of many learned drama

structures and forms within what I hoped would be a good story".

To help the• class create their own story from their exploration 
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'Intrinsically purposeful, 
flexible and dynamic': 

Literacy and Drama 

T
he suggestion that "all teachers are teachers of literacy" 

is a claim most of us accept, but just what we see 

ourselves doing may vary considerably. As technology 

continues to change the ways humans communicate, and 

as research makes us more aware of how we make meaning, 

definitions of literacy have broadened, and so have the ways that it 

is taught. Literacy was taught in the 1800's in Australia, "but out 

of moralizing textbooks and more as a means of teaching discipline 

and subordination than as a source of power" (Davey & Miller: 

Jennifer Simons 

University of Sydney, 
New South Wales 

different cultural backgrounds of our students. Visual litera , or 

the ability to deconstruct images used to communicate in film or 

TV or magazines, is also important. Becoming literate in all these 

texts is gaining what Bourdieu called "social capital" and has to do 

with the distribution of knowledge and power. 

What understanding of literacy then is current in Australian 

education systems? There are some contradictions implied in the 

1991 Department of Education Employment and Training policy 

document . On the one hand literacy is described there as: 

1988). In the 1940's, at the beginnings of mass education, literacy the ability to read and use written information, and to write 

learning was largely aimed at promoting a workforce able to deal appropriately in a range of contexts. It is used to develop knowledge 

with the new complexities of working life. Literacy was understood 

to be mastery of the mechanical skills of reading and writing, and 

literacy learning meant applying phonics to specially constructed 

basal texts. 

By the 1970's however meaning-making was understood 

as much more complex than decoding (or "barking at print") and 

the functional view of literacy prevailed. Learning to read and write 

had to be useful in real life tasks so teaching needed to be based 

on the students' own writing and upon real, communicative 

literature. Since the early 1990's definitions of literacy have 

stressed its social embeddedness. Sociocultural theorists refute that 

learning to read and write can be reduced to mastering generalised 

skills ; rather, they assert, reading and writing emerge from 

particular social contexts. Allan Luke (1993 :4) says literacy refers 

to "social practices that are put to work in institutions such as the 

family and community, school and workplace according to stated 

and unstated rules. It is shaped and used in institutional sites and 

events ... its possession and use is part and parcel of what makes 

these occasions ... what they are". As social contexts change, 

literacy practices change too. Writing and sending an email to a 

friend involves quite different tasks from those involved in 

answering an advertisement for a job, or word-processing a report 

for the science teacher, or composing a letter of protest when 

SOCOG doesn't give you a seat to the Olympics! 

Teaching based on the sociocultural model also takes into 

account that literacy learning itself is not neutral : the ideology of 

the text, of the teacher and of the education system affects what is 

learned. Effective literacy teaching, according to this model, 

requires that students critique and analyse a wide variety of texts, 

interrogating the sender's intentions. Especially in multicultural 

Australia it is recognised as important to take into account the 

and understanding, to achieve personal growth and to function 

effectively in our society ... Literacy involves the integration of 

speaking, listening and critical thinking with reading and writing. 

Effective literacy is intrinsically purposeful, flexible and dynamic and 

continues to develop through an individual's lifetime. 

Here the concepts of multiple literacies and critical 

thinking are accepted, and the need for the sociocultural approach 

implied. However, later on the policy statement links illiteracy and 

unemployment. It stresses that literacy is needed to assist in 

Australia's economic development, but seems to suggest that it 

can be learned as a decontextualised set of skills. In NSW programs 

such as ELLA have set up a regime of diagnostic testing and 

remediation that could constrain literacy learning to skills 

acquisition. As we move further into the new millenium we are 

confronted by contradictory theories and different suggested 

directions. At the same time as we realise the importance of local 

contexts, the impact of global forces is felt. Never before has the 

emergence of the reflective practitioner been so important in the 

teaching profession. Any initial training we have had is rapidly 

superceded by new concerns; education truly needs to be a life

long process, not only for students but for teachers too. We need 

continually to interrogate our own practice, and ensure that we do 

still have the development of each student as the centre of our 

concern. We need continually to up-date our own understanding of 

what needs to be learned, and how to teach it. Nowhere is this 

more important than in literacy teaching. 

And where does drama fit in all this? If we accept the 

argument that ALL teachers are teachers of literacy, what special 

ability does drama teaching/learning bring to the task? LoBianco 

and Freebody (1997) have detailed seven main pedagogical 

approaches to the development of effective literacy skills, and 

,WEM 2000 



$-- EDITORIAL 

he Australian Drama Education Magazine (ADEM) is all 

about classroom practice - what goes on, how it is 

activated and outcomes for students and teachers. It is 

wholly practical, while having its roots in contemporary 

drama and educational theory. 

At this year's Drama Australia Annual Meeting of Council 

(AMC), it was decided to adopt a themed approach for the 

upcoming editions of ADEM. Many ideas were tossed about the 

meeting, but finally it was decided to hone in on the impact the 

drama can have in the area of literacy for students. And so, the 

theme for this edition is Drama and Literacy. 

As drama educators we are extremely aware that students 

who engage in dramatic activities are also engaging in written, 

verbal, symbolic and non-verbal communication forms. Drama 

Australia President, Robin Pascoe, in an article New Literacies/Old 

Literacies for a New Millennium: Drama and the Arts as necessary 

languages for all students (1999) speaks of drama significant 

contribution "to students acquiring conventional notions of literacy 

of being able to read, write, spell and communicate". But Pascoe 

doesn't leave it there he advocates for drama as a form of "enactive 

literacy - as a unique form of communication in its own right with 

its own forms, features, conventions, structures and shaping social 

and cultural contexts" (Pascoe, 1999: 121). 

Drama is language based and assists language literacy by 

providing students with learning contexts whereby they are actively 

engaged in negotiating, making decisions and taking action. 

Through such processes they become more motivated to listen, 

read, write and speak. 

"Drama strategies enable students to explore and question texts; 

at the same time, they actively engage with the themes and 

issues which emerge through enactment. Perhaps one of the 

most powerful reasons for the use of drama in the classroom is 

that it is essentially about enactment or walking in someone 

else's shoes. It is the process of enactment that enable us to 

see things from different perspective, to experience, someone 

else's reality. Hence it is especially meaningful for all of those 

students who need to be actively engaged in the learning 

process. (Hertzberg, M. and Ewing, R. , 1998) 

imm 20n 

As you read through this publication, you will notice that 

the majority of the units focus on the early childhood years of 

schooling. This does not mean that secondary and tertiary 

educators cannot gain something from this publication. It just 

means that the focus on literacy and learning to be literate has its 

strongest focus in the early years of schooling. Jenny Simons' 

framing article puts the drama and literacy learning debate into a 

broad perspective. Following Jenny's article, there are units of work 

which span all primary years. Patrick Donnelly's Stolen Lives and 

Madonna Stinson and Deborah Ruellan's Pigs Con Fly have strong 

upper primary applications but could easily be adapted for students 

in lower secondary years. 

I must thank my Editorial Group for their magnificent 

assistance is scouting copy for this edition. This small group of 

three - Beryl Chalk from Drama West, Nicola Collins from Drama 

Tasmania and Prue Wales from Drama Victoria, made the job of 

collecting copy and sparking people's interest very easy. 

The next edition of ADEM will focus on Drama and its links 

with technology. I would encourage you think about submitting to 

the next publication if this is your area of interest. Deadline and 

copy information can be found at the back of this edition of ADEM 

Sandra Gattenhof 

Editor 
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IDEA - 2001 BERGEN 2-8 JULY 

Welcome to IDEA 2001- the Fourth World Congress for the International Drama/ theatre and Education 

Association. We invite drama educators, cultural workers, theatre artists, researchers and students to this 

common arena for inspiration and development. 

congress Motif and Themes 

Playing Betwixt and Between is the congress motif and a metaphor for our working area comprising art 

and education. It indicates 'playing in a space of possibilities' where processes of growth, creation, 

transference and breaking of boundaries may take place. 

IDEA 2001 will extend themes from previous IDEA congresses and raise some new thematic challenges. 

We invite proposals for the following 4 themes: 

• New dramatic expressions in the modem media society.

• Building cultural competence through drama/theatre.

• Dramatic arenas for ethical dialogues.

• Reality at stake. Drama/theatre confronting a troubled world.

The Program 

consists of keynote & keyhole addresses, plenary sessions, workshops & papers, special interest groups & 

projects, and poster presentations. A theatre festival includes 8 professional productions by specially 

invited groups, and up to 30 student productions. 

congress fees 

Main fee: NOK 2700; USD 340 (approx.) 

(Early Bird before February 1st, 2001: NOK 2200; USD 275.) 

10% of this fee goes into a solidarity fund. 

Concessions for students and solidarity delegates 

will be available. 

For questions about accomodation and logistics, 

please contact PCO: 

harald.riisnaes@travel-planners.no 

For questions about the congress in general, please 

contact: congress@idea200I.cc 

Proposal for presentation 

We kindly ask participants to register proposals 

electronically. Please, use our PCO or our web-site 

for details and forms: http://www.idea200l.cc 

BERGEN - NORWAY 
http://www.idea2001.cc 

Bergen is European Cultural City in the year 

2000, and the gateway to the Norwegian 

fjords. Its traditions of hospitality, culture, 

and scenic experiences will be attended to 

by IDEA 2001. 
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