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INTRODUCTION 

In Mapping Drama we reflect on what makes process drama work and consider ways 
of evaluating and developing practice. 

Many years ago we stumbled upon a book called 'The Walkers Handbook'. It included 
chapters on: 'Planning a walk and map reading', 'Behaviour in the countryside', 
'Challenging walks', and 'How to make a diversion and still stay on course'1. It was 
a book of reference written with the novice walker in mind but intended to also be 
useful for the more experienced. Three points came across strongly: 

to enjoy the great outdoors certain preparations prior to the walk are essential. 
• during the walk the decisions you make should be based on a careful assessment 

of the context you find yourself in regardless of prior plans. 
• looking at the map after the walk lets you re-visit scenes and sites from a 

comfortable position and provides the opportunity to begin to plan the next walk. 

Mapping Drama is written in the same spirit but focuses on the great indoors. In it 
we identify the preparations and considerations that are made when we create, 
develop, evaluate and assess process drama. A framework for planning and 
evaluating drama is presented in the form of a series of questions. In asking these 
questions we 'map' our way through the landscapes of imagination created in process 
drama, hence the title of this book. 

In the text we refer to the teacher / leader of a process drama as the 'practitioner'. 
This is to signal that the work has taken place in other contexts as well as schools, 
for example in prisons and community centres. In such places the word teacher is 
sometimes inappropriate. Having said this, the examples we give of practice are 
almost exclusively from school settings. We believe most practitioners will be able 
to relate to this context. We have also preserved the phrase 'teacher in role' as this 
refers directly to a well documented form of work. In the text of this book, when 
referring to the practitioner we have used 'he' and 'she' in equal amounts. This has 
been done to avoid a gender imbalance which would go against the spirit of the work. 

As ever, we detail a number of pretexts 2 which we have made work. Each has been 
amended and changed many times in the light of reflection on experience. We 
strongly believe that, in a book for the practitioner, offering theory without practice 
is not acceptable, at least not on a cold and wet January day when faced with a long 
session and a challenging group. 
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DEVELOPING AND EVALUATING OUR PRACTICE 
When we use pretexts we assume that the drama structure created can and should 
be used again with different groups in different contexts. We also assume that by 
deconstructing a session we can adapt and improve a pretext. This section of the 
book is presented as a series of questions to which a range of answers are given. 
These can aid reflection and are helpful considerations in planning and creating 
work. 

The questions are arranged under a number of headings: 
Contract, investment and ownership, 
Learning outcomes and aims, 
Role, 
Situation, 
Focus, tension, symbol & metaphor, 
Conventions, 
Quality of intervention, 
Questioning, 
External factors. 

Examples from practical work are given under each heading to provide a clear 
context, a concrete grounding, for what at times might appear to be abstract 
concepts. Some of the examples are drawn from work on pretexts in this book, others 
from different pretexts. 

CONTRACT, INVESTMENT AND OWNERSHIP 

Was the Drama Contract established and re-negotiated? 

A drama contract arises 'when a practitioner and a group enter into an agreement to 
do something on mutually agreed and binding terms. ' When we first meet a group we 
negotiate a contract. This gives both the leader and the participants the right to 'stop 
the drama' and work out together why it is not working and what needs to be done 
to make it work. One of the big virtues of a contract is that it is impersonal and 
negotiated before conflict starts, so if conflict occurs you are not locked in to a 
personal 'I told you to do ... and you refused' head to head argument. It is just a 
breach of contract - no argument, no personal recrimination. With a contract you 
have a strategy to move forward when the process is not working. 

There is nothing wrong in stopping a drama session. In the primary classroom and 
with community groups it is relatively easy to switch to another activity. With an 
older group you may have to revert to an activity you know they will engage in e.g. 
small group play making or games. With young children you may try to build up the 
time you spend doing drama starting from just five minutes. It is often counter· 
productive to move into the hall and feel you have to fill an hour regardless of the 
level of the group's development. Drama is a demanding activity. It is often better 
to feel that you are succeeding for 5 minutes rather than failing for 45 minutes. 
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It is perhaps helpful to think of contracts in drama as short term and long term. The 
length of a long term contract can be defined as the period of time that the group 
and teacher are all going to be working together. For example, in a secondary school 
this may well be over a two year 'A' Level Course. In a primary school it could be for 
the year that the teacher and class are together, in a community group for the whole 
length of the project or course. This contract would detail how we wanted to work 
together and would examine how we wanted our working relationship to develop. 
This could be written up and put up on the classroom or studio wall or could be 
simply a verbal agreement. 

In a lecture at an NATD conference 3, 'The Fight For Drama, The Fight For Education' 
Dorothy Heathcote listed a number of paradigms - ways in which teachers perceived 
their working relationship with a class: 

Child as Flower given enough time and care, you will grow 
Child as Candle You can rely on me to keep you lit up 
Child as Echo No! do it the way I've said / shown you 
Child as Friend If I am nice to you will you ..... ? 
Child as Adversary The trouble with you lot (class) is .... 
Child as Clay In time you'll turn into the class I want 
Child as Crucible Me and you have to keep stirring everything around 
Child as Machine By October they should be able to .... 
Child as Vessel We did towns yesterday, today we are going to do .... 

As practitioners we all, at times, slip into using many or most of these paradigms. 
Heathcote emphasised that she saw 'Child as Adversary' as a destructive paradigm 
which must be avoided at all times. She saw 'Child as Crucible' as the most healthy 
paradigm for learning to take place. We once read these paradigms out to a group 
and briefly explained what each one meant. We then went over the list again and 
asked them to say "yes" if they felt we had ever reacted to them in that way. 

They reacted to most of the list, perhaps suggesting that as practitioners we will try 
all methods during a session. Different individuals reacted positively to different 
paradigms, disagreeing strongly with some of their peers. 

A contract may well be with a whole group, but as practitioners we must constantly 
be aware that we are dealing with a group of individuals who may well have 
interpreted the contract in very different ways. Like Heathcote we would hope to 
base our relationship on the idea of 'stirring things around together' but knowing 
that leader and group members can work together or autonomously as the process 
requires. Some individuals or groups may hold you as their adversary. If they want 
this, then the long term contract cannot meaningfully or constructively be made at 
this stage. 
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Future re-negotiations would have to occur until a mutually satisfactory agreement 
was reached. This would tie in with aims, objectives, and assessment where 
relevant. Also in a long term contract we would set achievable goals, stating where 
we thought we could be at the end of a time period. 

By short term contract we mean one or two sessions. The main role of a short term 
contract is to give individuals ownership of their drama. If they do not believe that 
the drama belongs to them then the scope for learning is reduced. Ownership comes 
when the pupils believe that they are making decisions that directly affect the 
direction and focus of the drama and that their views are valued. This does not mean 
that we cannot challenge. As each challenge is considered, more commitment can 
result. The importance of the whole concept of ownership is illustrated in this 
example. 

I had always believed in the importance of ownership, but the following incident 
early in my career really brought home to me the power of pupil ownership. As 
teacher in charge of drama in a secondary school I felt under two pressures, the first 
was to produce schemes of work that could be presented to an outside body, and the 
second was to provide some concrete help for fairly inexperienced teachers. Both of 
these pressures resulted in the drawing up of a year seven scheme of work which 
included a half term (seven week) block following a project called 'The Way West' 
as outlined in Drama Structures by Cecily O'Neill and Alan Lambert4 (Hutchinson 
1975). This looked fairly interesting and presented inexperienced teachers with 
clear content materials and ways of working. 

I presented this project to my own Year Seven group, and we commenced work. 
After two lessons the project was obviously failing, the quality of the work was very 
average and the main problem seemed to be that the pupils had no enthusiasm or 
interest. I stopped the session and asked them to evaluate their work, they said they 
felt it was very poor. With further discussion it turned out that they had no interest 
whatsoever in what they were doing. They had not chosen to look at 'The Way 
West.' As it was my choice I needed to invest it with enthusiasm and importance. I 
had failed to do this because, if I was honest with myself, I did not have any 
enthusiasm for the subject either. 

The pupils had now thoroughly lost any vestige of ownership in the work, and were 
simply going through the motions, the possibility for learning had now evaporated. 
We stopped work and tried to negotiate a meaningful way forward. 

We found one, they wanted to do Gang Warfare! Thinking on my feet I played a game 
with them called Tee-ak-ee-allio, a competitive team game which gives group 
identity and the sense of opposition to another group. 5 
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From here I asked them to find a name for their group, a costume, build a base, and 
devise a movement piece which told us about their gang. For the next lesson they 
brought in music and costume, and the whole atmosphere was completely different. 
They were excited about the work and I felt the commitment was total. Briefly, the 
work then progressed to a symbolic confrontation, and the module finished with a 
debriefing on the consequences of this confrontation. We became the parents of the 
gang members, involved members of society such as the police, and met to see if we 
could find out the cause of this violence. We than became experts who were given 
the brief of finding a solution to the problem of bored youths. This was then applied 
to the situation in our own area. 

We could have flogged on along the Oregon Trail, but that would have been pointless 
- I had failed to make a mutually acceptable contract with the group. Instead the 
pupils gained ownership in the work, and the resulting commitment lead to the 
possibility of a real learning situation. 

This example may seem to run against the whole concept of using pretexts which is 
put forward in this book. We believe that any mechanistic, spiritless following of any 
drama structure will produce poor work which nobody cares about because nobody 
owns it. The point we are making is that the pretext of 'The Oregon Trail' was used 
in such a formulaic way that the individuals were not being given the chance to make 
any real decisions. Situations were ariSing, the outcome was known and the group 
were simply led through the pretext because the practitioner had no personal 
interest or investment in content or form of this pretext. In the hands of someone 
who had all these things the resultant drama could have been excellent. Interest in 
the subject would have allowed the teacher to invest energy and enthusiasm in the 
pretext, which in turn would have had much more of a chance of gaining 
commitment. This in turn would have led to a level of ownership which made belief 
a possibility. 

One last point needs to be clarified in terms of contract and ownership. We believe 
that the practitioner has a clear responsibility for enabling a group to progress, but 
can not'do' this on a group's behalf. Pretexts can be presented as scaffolding 
structures for drama work but it is the group that develops work from these, It is not 
the drama practitioner's job to provide an endless stream of ideas in terms of form 
and content for any group. As in any good teaching and learning practice, the 
ultimate goal is autonomy, independence and mutual respect. 

LEARNING OUTCOMES AND AIMS 

What was the drama about? Did you know? Did the group know? 

At the beginning of any drama session it is important for the practitioner to share or 
negotiate with the group possible learning outcomes that may occur in or through the 
drama. This will usually be done as part of the contract but cis not in itself the 
learning contract. 
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We usually seek to highlight several outcomes at the start of a pretext. We will use 
the 'Dirty Clothes' pretext (page 38) as an example. 

Learning Outcomes 

Participants will be given the opportunity to 
1 Drama 8: Theatre Specific skills and knowledge 

demonstrate an awareness of focus and tension 
control movement and voice to suggest a quality rather than literal 
representation 

2 . Social Skills 

learn about empathy 
learn respect for other cultures and views of reality 

3 Possible Learning Areas 
learn about human rights and cruelty to children 
learn about animals and human friendship 

These are only possible learning outcomes. As practitioners we may be particularly 
concerned with the skill of managing tension or the learning area of assertiveness. In 
the course of the long drama project which is started by a pretext, many more or 
different outcomes may become relevant and will be explicitly acknowledged and 
highlighted. We believe that by making this framework explicit, individuals can 
recognise and determine what they are learning both in and through drama, the two 
strands being inextricably intertwined. The pretext provides a scaffolding structure 
which allows the group to focus on and choose the area that most interests and 
engages them. This often relates to their specific context. For example: 

One group working with the pretext 'Dirty Clothes' asked if it was realistic to 
believe that no one in a village would do anything if they believed or even knew that 
a child was being badly treated. This led to various personal stories being told about 
such situations. One woman said that she had lived next door to a family where she 
knew such a situation was going on for two years. She desperately wanted to do 
something but every time she asked the youngster if everything was all right she was 
told in no uncertain terms that it was and she should mind her own business. Should 
she have acted differently? What if she had interfered and matters had become 
worse? 

A range of other stories were told about how it is possible today to live in a flat or 
street and not know, or even recognise, your neighbours. This specific context 
obviously had a resonance for this group and the pretext developed in the direction 
of an exploration of 'bystander apathy'; why some people intervene and others do 
not when they see cruelty towards children. In this particular case, the first story 
told was used as a basis for some forum theatre· based on the individual's careful 
reconstruction of the scenario described. 
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We usually seek to highlight several outcomes at the start of a pretext. We will use 
the 'Dirty Clothes' pretext (page 38) as an example. 

Learning Outcomes 

Participants will be given the opportunity to 
1 Drama 8: Theatre Specific skills and knowledge 
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representation 

2 . Social Skills 
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On another occasion a group starting from the same pretext quickly decided that 
they would like to turn their work on it into a piece of theatre in education which 
they performed and workshopped with younger pupils in the school. In their 
developed scenario the opening of the story was the same as in the pretext, 
presented through action and narration to an audience but time was spent on issues 
of presentation. The animals from the north American village of many years ago 
flew through time to the present-day town where the school was based, on a mission 
to seek advice from people who lived there. 

These two, and many other, developments were launched from the original pretext. 
That is the function of a pretext, to allow the group to make meaning according to 
the needs, wants and purposes they feel are important. Pretexts are liberating rather 
than reductive and restrictive. Because this is the case, all three areas of learning 
outcomes can only be listed as 'possible'. As the work progresses so the focus shifts. 
in response to the contextual subtext 6 chosen by the group in negotiation with the 
practitioner. Contextual subtext is defined as the connecting pOint/s individuals in a 
group make with either the content or form of material being explored. 

Aims 

We use the term aims to refer to the practitioner's aspirations for the session. They 
fall into two categories. 

Her aims for the group 
a The whole group eg stop allowing the boys/males to dominate discussion and 

make more demands of others. 
b Individuals eg for 'Alison Page' to sustain a role for more than one minute. Her 

aims for herself eg improve questioning techniques, take more risks with 
teacher in role. 

It mayor may not be appropriate for these aims also to be shared with the group. 
This depends on timing and the current relationship with them. 

When a pretext is refined and rewritten in the light of experience with many groups, 
some of the learning outcomes and aims become very well honed and focused. At the 
same time the structure of the pretext develops more possibilities of opening up new 
learning outcomes. 

If learning outcomes and aims are not clarified and shared as appropriate with the 
group when launching work, then confusion over purpose can seriously impede 
progress. For example if when starting· using the 'Dirty Clothes' pretext, the 
practitioner did not make it clear to an older group that she was only looking for a 
control of movement and voice to suggest a quality rather than a literal 
presentation, individuals could feel very embarrassed when they first had to respond 
in 'animal roles'. On the other hand, another group could feel very cheated if they 
were not allowed to create the animals as fully as possible in order to represent them 
in performance. If any of these situations were not clarified, the practitioner could 
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have one set of expectations and the group another. This ordering and sharing of 
priorities allows the drama to function with purpose. 

It is healthy and a natural part of the creative process to live with a degree of 
uncertainty, but in a social and collective art form such as drama it is essential for 
the group to share an understanding about their general direction at. any given 
moment. Discussing aims, and how to achieve them, from the outset allows a marker 
to be put down at the start of the journey. The aims may change later according to 
their needs, wants and purposes and can be reflected upon during evaluation. 

ROLE 

Were roles clearly established? 

Once the contract has been made, the landscape of the drama needs to be agreed 
upon. In order to do this four aspects need establishing: 

• role - who we are 
situation - where we are 

• focus - what is at the centre of the action as the drama starts 
tension - which often comes from perspective i.e. past history of events up to 
the moment of encounter. 

Let's deal with the first of them, role. 

Taking on a role involves adopting an attitude 7 which may be either your own, or 
another based on someone else's, or be a composite. The attitude may be very 
different from, even the reverse of, the one that participants usually have in 
everyday life. The purpose of this is not initially to act out a character that can be 
read by others, but to use a range of attitudes to engage with the subject being 
explored. 

The participants must also be able to enter comfortably into the imaginary situation. 
An inexperienced group may need protecting into role. Simply to ask them to 'be' 
someone, without paying attention to context, can be disastrous. We believe strongly 
in using all of the methods and strategies available to us as drama practitioners to 
offer this protection. Our practice is eclectic. However, we also believe that, for us, 
one of the most powerful ways of launching work is through whole group 
improvisation, with the practitioner in role. This is a key convention which allows the 
practitioner to challenge, support and develop the drama and individual 
contributions, from within the drama. This has to be dramatically appropriate and 
used fora purpose. It allows you to present stereotypes with an irony yet sufficient 
seriousness of intent to encourage participants to challenge, question, consider the 
implications of accepting the attitude being presented and make decisions. For 
example when teacher in role is hot seated as the hunter in 'Dirty Clothes' he can 
be presented as a bigot and chauvinist. If it is made clear through signals from the 
practitioner in role that challenges are going to be relished then the tension grows. 
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