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ABSTRACT 

Participation Theatre aliows young audiences to par-

icipate actively in the action of a piay. Deve10ped in 

,Br i tain in the 1950s, i t took root in Canada in 1965, and 

expanded rapidly, carry.ing with it a wave ,of new companies 

who now form the hasis of a professional theatre for children. 

" A Brit1sh outgrowth of Participation Theatre, the didactic 

Theatre-in-Education has only reCeh~y appeared in Canada. 

This study traces the history and background of the two 

forms'of Participation Theatre in ~anada, examines the Bri-

tisp theories and practices upon which it ls based, and 

,illustrates their application by thr~ diverse Canadian 

panies: Studio Lab Theatre Foundation and Young,People's 

corn-

Theatre, of Toronto, and Vancouver's Playhouse Holiday, which 

[introduced Theat(e-in-Education to Canada in its 1972-73 
4 

season. Participation Theatre i8 considered to have valid 

objectives,. effective techniques an,d considerable promise, 

which can be realized if prQper research and training are 

provided. 

il 
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r r RESUME 

Le Théatre de Part1cipation permet au public Jeune 

.... 
de participer activement au déroulement de la pi~e. ~Ayant 

commencé ~ Grande Bre:agne pendant les années cinquante 11 

, 
prit racine au Canada en 1965 et s'est développé rapidement 

• 
emp?rtant avec lui une vague de nouvelles compagnies qui 

forment maintenarit la base du théâtre profesionnel pour en-

fants. Le Théâtre-dans-l'Education, qui est une branche 

-
didactique du Théâtre de Particïpation anglais, n'est que 

! • 

r~cemment apparu au Canada. Cette étude retrace l'histoire 

des deux formes du Théâtre de Participation canadien et 

1 
" analyse l~s théories et les prati~ues anglaises sur lesquelles 

• cette forme de théatre est basée et illustre son utilisation 

r-

dans trois compagnies différents, notamment le ~tudio Lab 

Theatre Foundation et le Young People's Theatre, de Toronto, 

et le Playhouse Holiday de Vancouver, qui nt introduit le 

Théâtre-dans~1'Education au la sai~~n 1972-1973. 

Le Théâtre de Participation est considé é comme ayant des 

objectifs valables, des techniques efficaces et des possibi-

lités d'avenir qui rte peuvent être realisés sans recherches 

et formations adéquates. 
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INTRODUCTION 

Although part~c~pation theatre i5 a comparatively new 

phenomen~n in Canada, several million Anglophone school-children 

have been entertained by this austere and novel form of theatre 

over the past decade. Participat10n theatre differs from the 

more traditional proscenium form in that the audience is en-

couraged to become actively involved in the development of 

the story. 

A participation play i5 usually performed during school -

hours in a gYmnasiurn, with sorne 200 children from closely re-

lated grade levels, seated around three or four sides of a 

small playlng area. There ls rarely more scenery than a few 

t small platforms, and usually no lighting. The four actors 

tour with only their costumes, and each in his time plays many 

parts, occasionally assisted by temporary actors from the 

audience. During the course of the play children are asked 

advice, invited to help cast a spell, or to warn their hero 

if danger cornes. Sorne might be asked to volunteer for a search 

party, or to join in a rain dance. The varieties of partici-

pation are limited only by the playwright's imagination. The 

performance usually lasts fifty minutes and is followed by a 

question period in which the actora are inevitably requested 

to explain the mysteries of their craft. 

vi 
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Whl1e participation theatre expanded rapidly in Canada 

from 1965 to 1972 and found wide acceptance within the school 

systems of many provinces, as yet no comprehe~sive study has . 
been wrltten. Despite the 1ack of organized materia1, and be-

cause of the scope of the actlvlty, it was felt that sorne 

treatment of the phenomenon, however tentative, would provide 

a usefu1 perspective on its achlevements and point the way for 

further work. 

The study attempts (1) to outline the~istorical fac-
T 

tors leading to the appearance of professional participation 

theatre Ln 1965, ~nd to trace its rapid growth during the 

followlng decade; (2) to examine the theory and methods of its 

" British inventor, Brian Way, his mentor Petet Slade, and the 

subsequent English'experiments in Theatre-in-Education; and 

their influence upon Canadian participation theatre; (3) to 
oô 

pres~nt a descriptive and critica1 study of three maJor Cana-

dian partlcipation companies: the artlstica11y-oriented Studl0 

Lab Theatre Foundation of Toronto, Young People's Theatre, 

aiso of Toronto, with its emphasis on efficiency, organization 

'. and growth, ând Playhouse Holiday of Vancouver, whose Theatre-

in~Educatipn experiments may have set a new direction for par-

ticipation theatre in Canada; and (4) to offer sorne suggestions 

for future development. 

vii 

.. 



/ 

: \ 

• 

As yet no book has appeared on theatre for children 

in 'Canada, and traditlonal research sources are almost non

existent. Sister Theresa MacKinnon's 1974~doctoral disserta-

tion,," Theatre for Youn,g Audlences ln Canada, proved useful for 

much of the hlstorlcal matcrial. In arder to supplement her 

data and to reconstruct the evolution of the aims, methods and 

productl_ons of the participatlon theatre companies, the' re
..... 

·' 

searcher had to gather, analyze and ~econcile newspaper reviews, 

reports, articles, speeches, newsletters, promotional materlal, 

scrlpts, lnterviews and correspondence. 

While the occasional newspaper reVlüW provided insight 

,f 

into the style and effect of particular productions, many plays 

were not revlewed and critici,m, such as there was, 

formed as to the natùre, obJectives and constraints 

for children. 

was unin-

of theatre 

Few partlcipation plays are as yet publlshed and pro--
\ 

ducers are understandably reluctant to let manuscripts out of 

their hands. Much persuasion was requirad to obtain key ex-

amples of the three companies' work. Because of the central 

importance of the audience's role in this form of theatre, a 

script can only suggest the participation expected, and may 

only be analysed fairly if a performance has been seen. 

The lack of cri-tical analysis of participation theatre 

viii 
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in canada posed the maJor problem faced by the studo/. Because 

of the lim~tat~ons of published materij1l, considerable ~mport-

ance had to be placed on personal interviews, In the course 

" of a year, numerous conversations wer~ held with dire~tors, 

pertormers, ad~~nistrators and education~l authorities in orger 

to furn~sh a broad base for $e study. Interviews with those 

directly ~nvolved in companies under study threw much light on 

current plans and methods, but practice may differ substan-

tially from policy, and recollectiQlls 'of past purposes and pro-

ductlons are subJect to the vagarles of memory and personal 

A number of in-school and in-theatre productions were 

observed, including those of Young ,People's Theatre ard StudlO 

Lab Theatre Foundation. Due ta a lack of research funds, it 

was not possible to visit Halida~ Playhouse and thelr theorles 

and practice had to be 'reconstructed )from correspondencc, a 

close examination of published material, and teleph?ne inter-

views. Because of the originality and importance of thelr 
, -"' 

Theatre-in-Education progra~, it was felt, the company could 

not reasonably be excludcd from any study of partlcipatioo 

theatre in Canada. 

Traditional theatre productions are men~ioned only 

when they relate to the participation theatre activities of 

ix 
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, .. 
the maJor companies. While the names and description of a 

" <;;:> 

numbertof recent or short-liveq companies ha'f,e been omitted, 

• the tr~ndt-they represent have been dis~ussed. Analysi~ of 
.' ' 

I~·. '.~laY9 and Theatre-in-Education:;1~n~ios have been included 
.. 1 " 

L \ rI' ... 

6nly to the(extent that they i strate the particular par-

ticlpation appr?aches of ~he three theatres presented. 

This study is in no way intended to be definitive. 

It simply attempts to make available a tentative history of 

the participation movement in Canada, sorne analysis of the 
• ~, 4', 

, , 
-'" ~) 

or ig ins 'and pr~s'6n:t èharacter of i ts philosophy and metho- ' l, 
dology, and their realization in practice by three dedicated .. 
but essentially, different--eompanies. A more compr;'}èTl.,Si,ve 

and authoritative treatment awaits further, documentation and 

trye refined perspective only time can brins~ 
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During the first half of this century almost .every 

2 

adu~t Canadian took part or watched his classmates in a school 

play. If he came from the middle class, he may also have been 
1 

taken to an occasionai production of Peter Pan or Toad of Toad 
1 

~ by one of severai hundred amateur Little Theatres which 

sprang up in~anadian cities and towns from the twenties to the 
1 -

fifties. He(almost certainly never saw a professionally acted 

play for Chil~rQn. 
The f1\~t professional theatre for young audiences in 

English Canada, Holiday Theatre, was started in 1953 to tour 
b 

the elementary schools of British Columbia, and remained for 

over a decade the only profess1onal company i~,this f1eld. ,In 

the mid-sixties, however, a series of Anglophone companies ap-

peared from Vancouver to Montreal, ~ach in sorne way devoted to 

bringing theatre to young audiences. A total of at least 

eighteen groups were performing by 1974. 
~ 

Pive historical factors contributed to this,growth. 

1. The establishment of a professi~nal adu1t theatre 

in Canada. 

2. The example of'a highly evoived theory and practice 

" of developmental drama and professional theatre for children 

in England. 

3. The- formation of a national organizati6n to further 
" -

1 

the objectives of developmental drama and professional theatre 

) 

\ 
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3 

~or children 1n Canad . ' .. 

4. A growl.ng reçogni'tion by provincial educationa1 

authorities of the raIe of drama ~,d theatre in the deve1op~ 

ment of the chl.ld. 

5. The creation at the federal and provincl.al level of 
.." 

. a number of funding agencies interested in the growth of theatre . .. 
Prior ta the arrival of television- in September '1952, 

adu1t professional theatre in Canada was confined to brief sea-

sons of summer stock and occas1onal productions org@nized for . 
, J 

lim1ted urban engagements and short provinc1al tours. The 

Stratford Summer Shakespe~rè Festtva1, estab1ished in central 

Ontario in 1953, offered Canadian actors th~ir first 1nter-

nati~nal recognition, ànd 1ed to the format1on of a permanent 
. . 1 

winter touring company, the Canadian Players, in 1954. The 

same year, a fashionabJe summer stock company successfqlly 

atternpted a professional win ter season; under the name The 

Crest~ it became Toronto's permanent repe~tory company. 

When the Canada Counci1 was established in 1957, 

sizable grants beèame avai1ab1e to,support professiona1 theatre 

cpmpanies. The Manitoba Theatre Centre, estab1ished in 1958 

,in Winnipe~, was the first of.a number of regiona1 theatre 

.. 
centres across Canada to benefi~. 

1Nathan Cohen, "Pr,ofessiona1 Theatre in Eog1ish Canada, " 
Theatre Ye!r BQok, 1965-1966, stage in Canada 3, No. BA, pp. 6-10. 
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Graduates of the now National Theatre School (founded 

in 1960 wlth Canada Councll support) qUlckly found employment Î 
~~ , ...... (, 

in new reglonal theatres in Vancouver, Wlnnipeg and Halifax, 

at festlvals such as Stratford and'Niagara-on-the-Lake, and 

in the flour lshlng telev iS-lon drama studJ.os ln Toronto. By 

the mid-Slxtles, one could speak of a professlonal adult thea-

tre ln and across Canada. 

Canadlan theatregoers were nQ longer dependent on 

touring comp~ies from New York and 

grimages to B~dWay became less of 

London; and regular pil-

a cultural necessity. 

Confidence in Canada's ablilty to create viable proQuctlons 

and companles led audience, artist and patron to try new for-

mulas. To an emerging professlonal theatre for children, the 

adult theatre contrlbuted actors{ producers, directors, de-

signers, technlClans and playw~ights. But most of al1, lt 

brought the courage to try. 

Whlle the Canadian professional adult theatre was 
\, 

developlng a climate of co~fidence and a pool of talent, a 

movement was underway in England which was to provide both a 

theoretical basis and a' practlcal model for a professional 

theat~e for child audiences. 

In 1954, Peter Slade's Drarna appeared with pro, 
found influence upon drama in edu ation and theatre for;, child-

ren not only ip Britain, but in Canada and throughout the 



! ~ 
5 

Engllsh speaklng world. Although he questloned the value of 

theatre for elementary school audiences, Slade advocated the 

use of classroom drama as a process ln the education and de-

velopment of young chlldren, and outlined a practical program 

• 
for Its inclusIon ln the school system. 

At the same tlme, a younger assoclate of Slade's. Brian 

Way, developed a form of particlpâtion theatre designed to 

~ppeal to young pudlences at varlOUS age levels. rts effec-

tiveness was qUlckly demonstrated durlng extensIve tours of 

BrItish schools. In addItion to founding his own Theatre 

Centre in London ln 1954 to experlment wlth these new partici-

pation t~'êhh.iques, Way edited Slade' s book and soon proved an 

eloquent spokesman for drama in education. 

\\ In 1955, the Canadlan ~Dominion Drama F~stlvall organized 

the first of two Children's Theatre Conferences to explore the 

ideas presented ln Slade's Child Drama. The second Conference 

in 1958 declded to Invlte ,Slade to Canada. Although he was un-

able to make the trIp, he recommended that Brlan Way be invlted; 

and in 1958 Way made the first of a series of ViSltS which were 

to influence the course of theatrè for children ln Canada, and 

< 

lIn pre-professional days, the DDF had been the domi
nant force in amateur t.heatre since. its organization in 1932'. 
In the 1950's it began to pursue more specialized roles, arnong 
them to encourage children's theatre. 

" 

... 1 



to lay the baSLS for LtS rapid professlonal development. 

Way'p vlsit was fLnanced by the Canada Counci1 and 

began ln ~ar1y May 1958 with demonstrations, lectures and 

workshops ln the framework of the Domlnion Drama Festival 

1 
Theatre Conference ln Hallfax, Nova Scotla. 

6 

After meeting with Canada Council offlcers ln Ottawa, 

Way lectured and ran wbrkshops for amnteur children's theatre 

groups and educatl0nal lnstitutlons ln Winnlpeg, Edmonton, Red 

Deer, Calgary, Vancouver and Victoria durlng an lntenslve SlX 

week western tour, WhlCh lncluded twelve evening rehearsals of 

PiÎ}bçchlO ~onton Children's 

atlon Depa\tment.t 

Theatre group of the Recre-

talks ln Toronto, Ottaw~ and Followlng twàWReks of 

Montreal. 
2 

Way spent a f~ther SlX weeks glving workshops and 
( 

lectures ln the Atlantic .pr\vinces, including three concurrent 

flve-week drama courses for primary and secondary school tea-

chers and aduit actors. At Tatamagouche, Nova Scotia, Way 

• gave a ten-day summer school course for directors and a course 

on child and teenage drama. 

IBrian Way, "Report to Canada Council" 
Sanada Council, septembe'r 15, 19'58), pp. 1-2 . 

.. ' 

, ' 
(Ottawa: 

2Toronto ta1ks were held with DDF officiaIs; Ottawa 
ta1ks involved rnembers of Ottawa Little Theatre; Montreal dis
cussions with the City Parks Cornmissioner included a tour 
of playgrounds. 

1 
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As a result of thl.s l.ntensive tour "a great déa1 of 

interes t and enthus l.asm was aroused alld severa1 groups and 

indiv1.duals seemed to be stlrnulated to wish to take sorne sort 

l 
of lInmed ia te and fu ture action." Arnong the con crete resul ts 

were invitatlons to Way to return to offer intensive training. ~-

courses in the surnme~ of 1959 at Vancouver, Victoria, and at 

the subsequent Dominion Drama Festivaol Theatre Conferen'ce he1d 

in Toronto 1.n 1959. 

Followlng ~is 1959 tour, Way becarne a regula~ vlsltor , 
ta Canada and a number of hlS associa tes came here to teach 

or to direct theatre companies, while severa1 Canadians went 
, 2 

to his Theatre Centre to study and work. 

The success of the Domlnion Drarna Fest1.val theatre 

conferences in bringing Way to the attention of Canad1.an 

children' s theatre groups indirectly led to the forma tlon of 

the Canadian Chi1d Drama Association (CCDA) ln 1962. 

association came about, " writes John Ross, 

through the efforts of a group of children's 
drama ,enthusiasts, aIl mernbers of the Ottawa 
Little Theatre, who'formed an organization in 
1960 to foster chi1dren's drama activitl.eS'ln 
Ottawa. The'next year, at a meeting held in 
Montreal with otQer interested persans it was 

1 
Way, "Report to Canada ~ounci1," p. 3. 

"The 

~Richard Courtney, Presidentia1 Address, presented 
at CCYDA Conference, Hamilton, 1970, p. 2. 

" 
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declded to expand the organizatlon ln an 
attempt to give i t na tlonal scope. Thus in 
Winnlpeg, 1n \~2, the Canad1an Chl1d Drama 
Association waS formed. 

1" 

ln 196', the name was changed to the Canadian 
Chi1d and Youth Drama Assoclation (CCYDA). At 
this time there were two provincial branches, 
Saskatchewan and Newfoundland, and si~ Clty 
branche3, Hallfax, Ottawa, Toronto, London, 
Edmonton and Vancouver ... By 1968 thire 
were flve,hundred slxteen members . 

The organlzation pub11shes Canada's only national 

8 

news1etter og theatre for chi1dren, hosts an annual conference 

in a different,province each year and imports distinguished 

speakers from England and the U~lted States. It estab11shes 

committees to study a variety of subJects, organizes lobbylng 

with educational authorltles, and submits briefs ta federal 

8gencies and commisslons. 

As the CCYDA grew more powerful, ltS dedication to 

participation theatre became moré marked. In 1968, Ross points 

out, "Mr~. Palo-Heimo, onational president of the CCYDA, . . 

stated tliat the association,would sanction only those theatre 

2 
groups whiqh were using the' Brian Way production cqncept." 

However, scattered'proscenilim productions in professional 

IJohh Richard "Ross, "Preliminary Study of the His
torica1 Background, Educationa1 Philosophy, and Future 
Development of Dramà in Education in Canada, Il M.A. Thesis, 
University of Saskatchewa~, 1968, p. 140. 

2Ibid ., p. 143 • 

• 
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.. 
tneatres and amateur groups continued . 

Two international events, instigated or sponsored by 

the Association, demonstrate vividly its commitment to the 

particlpatio~ theatre form. 

Polly Hill, one of the orlgina1 and most actlve mem-

bers of the Association, its vice-president and organizer of 

the first CCYDA conference (Kitchener, Ontario, 1963) drew on 

the resources of the Association when she concelved the idea 

of the Children 1 s Creative Centre at Expo '67. It 1.S inte"rest-

ing that the Children's Creatlve Centre presented a Slade-Way 

approach as its image. 

The Children's Creative Centre was a series of large , , 

bright rooms surrounding an imaglnative open air playground 

wlth one-way mirrors and loudspeakers where adults and educa-

tors could 9bserve the model programs ln Art, Music,. Nursery 

Activities, and Creative Drama in the various rooms. Its 

purpose was to act as lia catâ,lyst for education for crea ti

" 1 Vlty." In the -creative drama studio, a group of Canada's 
• 

'drama specialists' took turns ât d~monstrating their tech-

niques, 

lpolly Hill, Children's Creat~ve Centre (Ottawa: 
Oueen's Printer, 1967), p. 48. 

• 
. 1 
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1 

" 

0 

in a setting where'dolng' is the thlng, not 
pereormlng, where the Chlld's who1e body responds 
to sounds, s11en~~, music, Iights, words, tauch, 
odours, and obJeé~~nd where concentration can 
carry them anywhere • or out oOf this worid ,1 

la 

• Expo officiaIs were able to report that over 26,000· children 

had participated in the Centre, and that the Centre had' at-

tracted the attention of a number of educators from Canada 

and abroa'd. 2 " 

Withln two years of lts foundation, the CCYDA sought 
.... 

membefship ln the new1y formed Association Internationale du 

Théâtre pour l'Enfance et la Jeunesse (ASSITEJ) with head-

quarters in ParlS. With Canada council travel agents, CCYDA 

representatives soon began to play an lnfluential raIe ln the 

Executive Council of the International organizatlo~.3 By 1969, 

a Canadlan centre of ASSITEJ had been established under the 

direction of Joyce Doolittle at the Drama Department of the 

4 
University of Calgary. 

lHill, ~ cit., p. 4. 

2 
Ross, ~ cit., p. 134. 

3CCYDA , liA Short His tory of CCYDA 1958-1968," CCYDA 
National Newsletter (Fail 1970), 5. 

4CCYDA, National NewsIetter (Aprl1 1974), p. 34/ 
ASSITEJ. 

" , 
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The Associatlon became co-host of the 1'972 biennial 

ASSITEJ Internatlonal Children's Theatre Congress in Montreal 

and Albany, New York. Engllsh Canada showcased one traditional 

proscenlum productlon and two particlpatlon plays at the con-

gress. Delegates who had seen the spectaculars by the Moscow 

Central Children's Theatre, the Mlnneapolis Central Children's 

Theatre, and the highly imaginative proscenium presentatlon by 

the Ion Creanga Theatre of Bucharest, puzzled over low budget" 

"; thea tre presenta tions of Chr lS topher, Newton' s Wher'e Are You 

When We Need" You, Slmon Fra"zer? by Playhouse Hollday, Eric 

Nicoll's partlcipation play The Clam Made a Face by Young 

People's Theatre, and the Globers production of their collec

l 
tively wrltten Shakespeare's Women. 

'. 
Joyce Doolittle notes the internatlonal reactlon ta 

, th,e Canadian presence: "'Why,' asked-"one European, 'did 

Engllsh Canada choose to show such slight pieces?' and she 

concludes, "perhaps 'because that is what English Canada has 

to offer at present. One can be pleased that the companies 

chosen represented three of the longest-lived and mos~ com-

mitted theatres for children in the country, and- two of 
~ 

1 

the three featured Canadian scripts, while at the sarne time 

10oolitt1e, "The ASSITEJ AsS'emb1Y,and its Implications," 
The Stage in Canada, 7, No. 2 (1972), pp. 2-3. t 

.1) 
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wishing that at least one of the three works might have been 

l 
more compelllng." 

• 
In or der for Canadian professional participatIon 

theatre to become viable, the lmportance of theatre had ta 

be accepted by educatlonal authoritles, and sufficlent drama 

had to be done àt the classroom level to make the theatre 

experience meaningful for chIldren. 

By 1967, drama and 'theatre arts' were generally ac

~~ as curriculum subJects at the secondary level by 

Departments of Education across Canada. However, drama was 

II' 

available to elementary school chlldren only on an extra-

. lb' 2 currlCU ar aSIS . Apart from teachers' workshops and iso-

l'ated summer courses, there was no formaI tral.ning availahle 

at the universIty or coxlege level. 

The subsequent three years witnessed a consIderable 

acceleration of deve10pments in severai areas and Courtney 

was able to claim in 1970 that there is "a remarkab1e develop-

ment in creative drama and a staggering increase in the leveis 

f 
.. ,3 o tralnlng. 1 

1 
DoolittIe, ~ cit.,. p. 3. 

2"CCYDA, "Brief to Canada Counci1 11 
• (Toronto: CCYDA, 

N6vember 24, 1967), p. 2. 
., 

3 Courtney, "CCYDA Presidentiai Address 1970," 2E...:.. Eih, 
pp. 2-3. 

, 
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In 1970, the OntarlO Department of Educatlon appolnted 

a full time drama supervisor, Helen Dunlop, and extended lts 

1962 Theatre Arts program to lnclude a hcavy emphaais on de-

velopmental ~ra~a in elementary ~ehools bOLh as a separate 

. l 
course, and as a method of teqChlng. That same year, CCYDA 

arranged to aid the Nova Scotia Department of Educatlon to 
\ 

draw up currlculum guides 

2 
gral part of educatl.on." 

in which "drama lS ~('}n as an lnte-
,-,,- . 

The~Jo. currlculum g~ide for drama 

in Alberta recommends drama as a teaching method for elementary 

grades, and as an aSSOCla te curr lcul um director notes, "most 

of the teachers who lncorporate drama have taken unlversity 

courses which streJs c\reative drama. ,,3 In Brltlsh Columbla, 

a number of school boards had appolnted school district drama 

supervisors and Quebec, at the suggestion of the Rleux Com-

mission, began the preparatlon of a drama curriculum. 

lOntarlo Department of Educatl.on, Dramatic Art~ -
. Kindergarten to Grade 13 (Toronto: Ontario Dept. of Educatlon, , -- --

1970), p. 3. 

2, 
Letter from Janet Carney, Consultant, Eng1ish Lan-

guage Arts, Depart~nt,of Education, Halifax, N.S., June 5, 
1975. 

3 M. F. Thor ton, Assoc.ia te Director of Curr lculum, 
Alberta Depa~tment of Education, Edmonton, Alta., June 13, 
1975. 

'\ '1 
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n l~: ~nd 1970 re-
1 

sulted ln the) openlng of teacher tralnlng programs at un~ver
':1 

s~ ties in Victoria, Edmonton, Calgary, Halifax (Dalhousie) and 

~ 

Windsor, whi e courses and programs reached the planning stage at 

l 
McGill, Otta a, Queens and McMaster. 

•• 
The ollowing year, 1971, saw the formation of the 

Counci~~àf Dama Qin Education (CODE) by a group of 175 Ontar~o 

2 ' . 
teaèhers, a d Quebec approved Deve10pmental Drama in both 

Catholic and Protestant School commissions,3 leading to the 

• 
formation, ree ye~rs later, of the ASSociation of Drama 

Educators -0 Quebec (ADEQ). Both associations publish news~ 

letters and run workshops for teachers. Similar organizations 

sprang up ~n other provinces, among them the Western Associa-

ti~n of Dram 

Columbia Dra 

l 
Cour 

bers~" CCYDA 

2Esmé 
Toronto Press, 

Educa tors (WADE), ~'aÏlç1 the Assoc ia tion of Br i t~sh 

Educa tors ~BCDE). 

Open Presidentia1 Letter to AlI Mem
(April 1970), p. 3. 

rampton, Drama Canada (Toronto: University of 
972), p. 28 .. 

j 

3Minist y ~f Education, Curriculum for Elementary 
'Schools, Arts: pression Through Drama (Quebec: Ministry 
of Educatio~ 19 1). d 

4ADEQ N~sletter, 1-2 (Novernber 1974) • .., 
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In gener,al, provinc4 educat'ion departments encour.age 

.. ,1 
drama :'as a teaching method across the total currl.culum" and 

as yet no st~tist~al suuveys have been made to determine the 

extent of l.ts penetration among the teaching comm~nity. Dr'ama" 

in 7ducation has the characteristics of a mov~menr with advo

cat~s talking in terms of "positlve, rel.nforcing /guidance" and 
\ ~ 

, 2· "'., 
"comml.tment" le~ding "toward6 a more hurt\ane S01iety a,nd a 

trttly human destiny~,,3 The emotional spirit of the day was 

captured by CCYDk president Rich~d Courtney l.n closing his 

annual address to the Association in 1970. "We have five aims 

before us," he dec1ared: 

-'" 

l. 

2. 

3. 

4. 

5 . 

\ 

the day when every Canadian child has play' 
and creatl.v~ drama ~s part of his school day: 
the day when every Cartadian child cân see, 
and participate in, first-rate theatre-for
young audiences: 
the day when every school has a drama trained 
teacher, every school board has a drama super
visox, and every province has a drama advisor: 
the day when every student has the opportunity 
to pursue drarnatic activity and role-playing 
in his college or university; 
and the day when aIl human beings treat others 
as human beings. 4 

. 1Let.tter fram J te' t ane arney, '.2R:. ~ 

'2 ' 
Fabian Lemieux, "President's Repo~1::," Council of brama: 

in Education, C12ssroom Ide~s ang Sanrty Savers (1975), 1-l. 

3 Courtney, "CCYDA Presidential Address 19?0," ~ ci t. ,., , 
5-6. 

4 Ib1d • \ , 
, 

.. 

= i; 
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"
The rapid expan~ion of drama activities implied the 

commitment of substantial financial resources to these pro-

grams.. Money came from: 

a. The" school boards and Departments of Education: 
b. Federal government employment programs an~ the 

Canada Council: 
c. Provincial arts council grants and private sources. 

A. Educational Funding 

~ile sorne participation theatre companies have ex-

perirnented ~ith charging individual pupils fifty or seventy

flve cents to see an in-school production, in general the com- -

panies demand a fixed fee (often $150 to $400) for a visit to 

a school, and the pupils are admitted free. The school boa~ds 

allocate funds to t~e schools for these activities on a per-

student basis, which usually means that schools with low en-

11 ff d h 
" ., l 

ro ments cannot a or t ese act1v1t1es: 

The onus ls on boards and schools to provide a 
fair balance of the arts in their prpgrams. 
However, the current financaal realities of 
provincial spending ceilings may have fore
stalled Signific~nt growth in the arts/educa
tion fie.t,g • • • 

,/ lllReport to the Ontario Arts- Council from the A,rts and 

l 

Educat~on Study Conunittee" (Toronto: Ontario Arts--C-Quncil, 
197), p. 41. 

'2 
lb id. , p. 31. 

. ;. .... _-,. 

, .. 



'1 

o 

- -- - - --- ----------

j 

17 

. 
The school boards turn to provincial education depart- , 

ments -and/or arts councils for subsidies or matching grants 

for their arts programs. In sorne provinces, Departments of 

Education prefer to subsidize touring cornpanies so that their 

1 l f["S may be kept acceptably low. 

B. Federal Funding 

In principle, the Federal Government does no~ fund 
.., 

artistlc programs destined for schools. However, beginning 

, in 1971, the Local Initiatives Prograrn (LIP) of the Departrnent 

• 
of Manpower and Immigratlon made it possible for~a humber of 

young theatre-for-chi1dren advocates to create sma11,companies, 
1 

and to survive unti1 more permanent 'fupding became available:' 

Simllarly, the Departrnent of the Secretary of State, 
'\ 

through lts controversial Opportunities for You~h (OFY) pro-

gram, direct~ considerable money to theatre projects. 

According to Joy Coghi11, by 1972 there was more money going 

to theatre in Canada through these programs than thro~gh the 
" 

2 
formaI channèls of the Canada Council. 

lI~terview'with Michael Thomas, 'Senior English S~per- \ 
visor, Protestant School Board of Greater M6ntrea~March 7, 1975. 

2Interview with'JOY Coghill (former Artistic Direc-
tor, Playhouse Holiday, ~ancouver, B.e.), Montreal, ,March 14, 
1975. 
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ASlde from a 1959 grant ta Hollday Theatre ln~Vancouver, 
, , 

the Canada Council untll mos,t recently, excluded \~irect I~und

lng of thlre for young a~diences. However, its rapid1y ln

creaslng p t of reg~onal theatres has permitted them to 

develop ext Slve (though often traditional) prograrns for young 

people. Since March 1975, however, theatres specializing ln 

programs for young people are éligible, ta receive Canada Coun-

cil grants if they meet the ellglbility 'requirements of other 

professional groups: 

To qualify for a grant, a theatre company must 
still be professional and of high artistic qua
lit y, operate on a full-time basis, enjoy a 
reasonable degree of support ln itS communlty, 
and be flnancially stab1e~~t must have offered 
at least one full seaso~pr~fessional theatre. l 

C. PrOVinCial and Prlvate Funding 

Slnce educatlon lS cons'titutionally ~nder provincial 

jurisdiction, it is not surprising that provlncial qrts coun-

cils have played ~larger raIe than their federal cQunterpart 

in subsidizing theatre companies for children~ 

For instance, "over the last seven years (1966-73) the 

Ontario Arts Counci1 has granted approximate1y $400,DOO to 

high qua!ity drama, mu~ic. dance and puppet groups to asslst 

lcanada counci1 News Re1ease, March 4, 1975. 

/ 

\ 
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Ir" , them in thelr school acti vi tles. Il 1 In .~ 974 alone,· thelr edu-

catlonal performing arts budget was $250,000, 80%·of WhlCh was 

2 
devoted to theatre groups. Levels of annua1 gran'ts, range 

from about $1,500 for a beg~nnlng group te about $10,000 or 

$12,000 for a wel1-establlshed one. In many cases the grant 

can be considered lia hidtien SUbSldy WhlCh enables the theatre 

fee to remain constant as the costs go up so that the schools 

can still buy i t. ,,3 J' 

Of course, there lS never enough money, and enterprl-

sing theatre directors are constant1y seeking new sources of 

funds--city cquncils, park departments, foundations, and eri-

vate patrons--to m~et inflatlng costs ~nd to attract suitable 

actors. 

THEATRES 

The development of professlona1 participation theatre 

for children'fo110ws that of the adult theatre and can be seen 

or 

l"Report to the Ontario Arts Council from the Arts and 
Education Study Committe'e" '(Toronto: Ontario Arts Counci1, 1973), 
p. 41. 

2 
Interview with Linda Zwicker, Arts/Education Officer, 

Ontario Arts Council, Toronto, May 6, 1975. 

3Ibid . '. 

, . 
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to fal1 into three d~stinct phases: th~rnergence of profe~-

sional theatre for ch~ldren (1953-64); the formation of par-

ticipation theatre compan~es (1964-71); and the deveIopment 

of Canadian theatre (1971 to the present). 

The Emergence of Professl 
Theatre for Children 195 

In the Faii of 1953, p group of seven theatre profes-

slonals ln VancouVer, headed by Joy Coghill, founded Canada's 

, 
fir~t profeSSlonal theatre for ch~ldren, the Holiday Theatre. 

The orig~nal obJectives of the company were remarkably similar 

to those of Brian Way's Theatre Centre (which was not founded 

until the following year): 

1. To contribute to the cultural and educational 
growth of the chl1dren of Brltlsh ColUmbia, by 
prov~ding a live~heatre of the highest calibre; 
acted, written, and produced by professional 
adults especially for the five to twelve year , 
age group. 

2. To provide such theatre to chlldren at a priee 
within their financial ability to pay and at loca
tions mutually convenient. 

3. To develop and train a discriminating audience 
who would, in future years, demand and support 
live professiona1 theatres in the province. 

4 •. To help in the training of young Canadian 
theatre artists. 

5. To provide ernployment for talented Canadian' 
artists and technicians. 1 



o 

6. Ta experlment with c~ative drama classes for 
chlldren, i.e., drama by chlldren for creative 
expression. l 

21 

The artls'tic director, Joy Coghill, a Unl.versl.ty of 

British Columbia gradua te, had Just returned from the Chicago 

Art Instltute's Goodman Theatre School, where she had worked 

closely with Charlotte Chorpennlng, whose approach ta child-

ren's theatre was aùopted as the basls for the Holiday Theatre 

style. 

Chorpenning was the most,proml.nent Amerlcan writer of 

, 2 
pl~ys for chlldren durlng the per10d from 1931 to 1955. 

Trained 1n George Pierce Baker'g famous Harvard "Workshop 47", 

which produced a number of (amous.~merlcan dramatlsts, s~ 
3 

made it possible ta talk of ')uvenl1e dramatic 11terature ' . 

"She believed that the mora'l or philosophie meaning of a play 

.III 4 
belonged in the story and not in the dlalogue alone." "Show 

it, don't tell-it," she was often quoted as saying. In her 

1 Theresa MacKinnon, "Theatre for Young Audiences 1n 
Canada," ,Diss. Univ. of New York 1974, pp. 122-123. 

2 
Moses Goldberg, Chi1dren ' s Theatre (Englewood Cliffs, 

N.J.: Prentice Hall, 1974), p. 29. 

3Winnifred Ward, Theatre for Children (Anchorage, Ky.: 
Chiidren's Theatre Press, 1958), p. 52. 

4Nellie McCaslin, Theatre for Children in the United 
States (Norman: Vnlv. of Oklahoma Press, 1971), p. 92. 

• , . 
, 
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rnany adaptations of fa1rytaies and Ichildren's cIass1c stor1es, 
1 

she cornbined an excellent sense of theatr1cal effect w1th a 

deep respect for the underlY1ng truth and moral value of the 

, . l l or1g1na . In her plays she sought : 

. ta give 
Ideals ta fo~low, like a flag unfurled. 2 
Yea, ch1ldrén are the future of the world. 

The first season included two of Chorpenn1ng.'s plays 

and an or1ginal musical by a Canadian wr1ter, Poppy M~enzie. 

Over the next decade the emphasis shifted strongly to Cana-

d1an plays. Ten or1ginal scripts were presented 1n the first 

f 
decade, seven of which were musicals by Madge Adelberg and 

3 
based on traditional fairy-tale themes. 

From the outset, the company a1mèd to tour elernentary 

schools of southern Br1tish Columbia and to offer weekend 

performances for Vancouver childrenat their home base, the 

smail Frederick Wood Theatre on the UBC campus. With a w1den-

ing c1rcle of grants from foundations and various government 

r·~'· 

1 
ward, p. 53. 

2Charlotte Chorpenning, Twenty-One Years With Children's 
Theatre (Anchorage, Ky.: Children's Theatre Press, 1954), 
cited in Ward, p. 54. , 

3Cinderella, Red Rid~q Hood, The Three Bears, 
Pinocchio, Jack and the Beanstalk, Hansel and Gretel, ~ 
Pied Piper. 

" 1 
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; 

agencies, the company expanded ~ts Jouring operations to cover 

the entire province and found educatlona1 su~port for a pro-

gram of classica1 works for high schools. By 1963, their 

l 
annual audience had grown from 18,000 chi1dren ta 92,000. 

One of the company's initlal aims was "ta experiment 

with creative drama classes for children." ThlS activ1.ty be-.. 
gan in 1956, and expanded throughout the decade. 

In 1958, Brian Way vis1.ted Vancouver and within a 

year, Holiday Theatre produced the first participation plays 

~n Canada--Brlan Way's The Storytéllers and The Stranger. As 

Joy C09hi11, the company' s 'founder and for many ye'ars i ts 

artistic dl.rector, describes him, "Brian Way was a rather 

special person, an inspirlng perso~, and a person of high 

ideals, a superb actor, a superb director and teacher, and a 

superb writer for this particular kind of theatre. The impact 

of him on our thinking in drama and children's theatre was 

immense. ,,2 

-lHistorical data-from Holiday Theatre-Holiday Playhouse 
and details.of expansion between 1953-1969, reprinted 1.n 
MacKinnon, .2.E..!. cit., pp. 571-584,i 

2Interview with Joy Coghill, Montreal, March 4, 1975. 

;>' -
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The following year, however, the company returned to 

its a11-Canadlan policy wIth emphasis on faIry tales and other 

chlldren's classic storles. No further particIpation p1ays by 

Brian Way or anyone e1se appeared ln the repertolre untll 1966. 

In 1958, the flrst Canadian regional theatre, the 

Manitoba Theatre Centre, was establlshed ln Winnipeg by John 

Hirsh and Tbm Hendry. As wIth Holiday Theatre, one of their 

maIrt ObjectIves was to train young audlençes, and from thelr 

second season onwards they presented elaborŒte holiday spec-

. 
tacles' for chlldren. Over the years, they staged orIginal 

dramas together with a number of adaptations of falry tales, 

in the proscenIum style. 

1 
reglonal theatres.) 

(MTC became a modèl for subsequent 

From 1960 to 1971, 2 the MTC offered a variety of 

activlties for chlldren: a theatre school, high school fes-

tivals, and elementary and secondary school tours. No partl-

cipatlon theatre, however, was included in theIr programs. 

1 ' "Neptune Theatre, a professional repertory company 
for adults, located in Halifax, Nova Scotia, has presented 

\ 

Christmas shows for chi1dren each year since its founding 
in 1963." MacKinnon, ~ cit., p. 352. 

2Thesc activïties were stopped as "the directors, 
1972-73, f~lt that the whole area of educational activities 
should be the responsibÀ1ity of a specifically educative 
group and sponsored by' the government." MacKinnon,.2E..:.. cit., 
p. 209. 

Il 
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In 1962, Barbara Chllcott, sister of Murray and Donald 

DaV1S who started the Crest repertory theatre ln Toronto elght 

years before, launched the Crest Theatre Hour Company to tour 

the hlgh schools of Toronto and later, Ontarlo. 

Originally funded by the JunLor League, Theatre Hour 

won the support of the Ontario Department of Education, thus 

assuring the group's financlal contlnuity, and a measure of 

commitment to theatre by the Department. Productions were, and 

stlll are, of plays related to the curriculum. Its purpose was 

and LS to "attract the students into becoming adult theatre-

l 
goers with developed taste and judgment." The company does 

not play to elementary school children, nor does it perform 

participatLon plays. 

The Formation of Participation 
Theatre Compânies (1964-71) 

In 1964, Studio Lab Foundation, the fLrst participa-

tion theatre in Canada, was started in Toronto by a young 

American, Ernest J. Schwartz, who had recently obtained an 

MFA in theatre from Yale. Schwartz wrote his own p1ays and 

musicals which, while based on fairy tales, were unusually 

imaginative in their modernization, and were designed to elicit 

1MacKinfion, ~~, p. 230. 
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maximum partlclpatlon from 'oung audiences. The~r popular~ty 

l 
wlth chlldren and crltlcs was ~nstantaneous. 

The Toronto based company was concelved as an experl-

mental chl1dren's theatre almlng to link theatre and educ~tion. 

In 1ate 1966, the company opened a theatre school for c~~ldre~ 

of aIl ages, and ~n September 1968, performances for adults 

were added, fulf~ll~ng Schwartz's' ambition to reach aIl strata' 

of the communlty. 

The company tours extenslvely throughout Ontarlo, play-

ing to schools durlng the wlnter season, and in parks durlng 

the summer. On Saturday morn~ngs, classes in drama, dance, 

and art are offered. 

Durlng the 1966-67 season, Holiday Theatre underwent a 

maSSlve re-organlzation. The origlnal company was split into 

two, one of wh~ch, Holiday Playhouse, was "to handle aIl as

pec,ts of educat~onal theatre in British Colwnbia, ,,2 while 

Holiday Th~atre concentrated.on in-theatre productions ln 

Vançouver, and touring programs for schools ln the immediate 

region. During the first season of the re-organlzatlon, 

Holiday Theatre revived Brian Way's The Storytellers from 

lStudio Lab Foundation files. 

2MacKinnon, .QE.=.. cit., pp" 573-575. 
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its 1959-60 season. The .follow~ng year sa~ f~ve of Way's 

pàrticipation plays included ~n the two repertoires, and ln 

~ 

1968-69, four Way plays were offered. The companies w~re amal-

gamated under the name Playhouse Ho1lday-in 1969-70, when four 

~ 

Way plays were toured. Two Way revlvals were ~nc1uded in the 

, 
1970-71 season, the last time hlS p1ays were to appear ~n the 

repertoire. 

By adding a second company ln 1966, Hollday was f01-

10wlng the pattern establlshed a décade ear1ier by Brlan Way's 

London Theatre Centre. In 1968 a thlrd company was addèd. 

Annual attendance flgures, wh\ch h~a leve11ed off at 90,000 

wlth a single company. climbed to 200,000 by the clgse of 
• - "j' 

o'~ - ;-! .. ' 
the 1969-70 season with three companies operatingf 

Durlng the same 1966-67 season that Holiday redis-

covered Brian Way, two new theatres for young ,audience7' were 
/' 

launched with productlons of Brian Way plays. In Regina, 

Kenneth and Sue Kramer, who had worked with Way's Theatre 

Centre ln London, founded the Globe Theatre, to tour Brla~ 

Way plays throughout Saskatchewan. 

F~om 1966-1971, the-Globe devoted its efforts exclu-

sively to the production of Way's p1ays, as audlences slowly 

grew from 4,000 to 60,000 over five seasons. 

The company tours schools nine months a year with 

, 
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.~three product10ns, each des1gned for a specl~ic age group. 

Their productions are done without theatrlcal Ilghting in the 

round, uSlng rostra, but no scenery. Actors, usually three 

men and two women, are fu1ly costumed. As part of the school 

, 
program, follow-up booklets are distributed to the teachers, 

and drama workshops are offered for them. 

In Toronto, Susan Rubes started the Young Peop1e's 

Theatre ln 1966 to offer a broad spectrum of quality produc-

-tions. Theatre, for Rubes, would both enrich young audiences 

and traln future p1aygoers. A1though by no means exc1~$ively 

devoted to partic1p~tion theatre, Rubes included nlne Brian 

~ 
Way productions in her first five seasons' work. Rubes func-

tioned primarily as a producer, engaglng established directors, 

actors and,deslgners. In contrast to Globe and Studio Lab, 

and 1ike Holiday, Young People's Theatre expanded quickly by 

adding new companies. Audiences wh~ch totalled 40,000 in 

-1966-67 rose to over 400,,00,0 by the end of the sixth season, 

when seven cornpanies toured Ontario schools. 

In 1968, two years after the founding of Globe and 

Young People's Theatré, and the move by Holiday into the par-
• t 

ticipation field, two new major compaflies were formed, 
h' '1 

Yotitheatre in Montreal and Citade1-on-Wh~e1s attached to 
p 

Edmonton's rCitade1 reg~onal theatré. 
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When, 1n 1~70, Land of the Young was created t6 tour 

the Ottawa regioh, there were then seven maJor profess10nal 

participation the~tre companies ba~ed on the Way metbod and. 
j 

except for Schwartz's troup, aIl were spec1alizing in w~y's 

plays. So pervasive was the formula that Joyce Doolittle 

_ cou1d warn us irt 1972 that "five actor's on a flat floqt' with 

four hats can be exciting. But for an entire generation o.f 

1 

canadiat boys and gi~ls to grow up thinking that live theatre 

is 0nly a participation ,play in a school gymnasium would be 

tragic. h 
1 

.' ,*< 

The Development of a Canadian Participation 
Theatre (1971 to the present)' 

," 

When the major participation companies announced their 

new season in the fall of 1971, a new phase was born in Cana-

dian participation theatre. Playhouse Ho11day dtoppèd Way's 

plays from the repertoire and prepared ta explore tpe British 

"Theatre-in-Education" (TIE) approach to partic~atory play

makin~., Young People's Theatre offered tw~ Canadian partici-

. 
pation productions but no Way dramas, while citadel concen-

• 
trated exclusively on local scripts. Globe, which hàd been 

1 
Joyce Doolittle, "The ASSlTEJ Assembly and its 

'. 1 

Implications," Stage in Canada, 7, No. 2 (October 1972); 5. ./ 
... 

'\ 

Il 

~. 
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/ 
roducing Way's p1ays exclusiv~ly, began ~o favour Canadian 

materl.al. ):'outheatre was movin'g 'toward a ma]ority of pro-

duct10ns scripted by its dlrector Wayne Fl.nes, and Studio 

Lab's Ernie Schwartz. 

Although most Cahadlan partl.cl.pation theatre play- ~ 

~ - wrights appearèd in the pasto five years, three writers emerged 

_ in the sixties, each 'with a distinctive style. Pad~~_ Campbel~7-

a natura1izeœ young Canadian from Lancashire, wrote ten par-

ticipation plays for the short-lived Arts Centre Company, , 

1 
Calgary, Alta., from 1967-1969. ~ Several of these p1ays were 

also produced by ~oliday, Globe and Land of the Young. Ernie 

Schwartz also turned out a number of unusual modernizations 

of fairy stories in the sl.xtl.es, inc1uding the rock musical, 
~ 

A1addin, which toured Ita1y in 1972. When the distinguished 

Canadian 'h~morist, Eric Nicol. wrote The Clam Made a Face for 

Holiday Thèatre's Centennial production l.n 1967, he opened bhe 

\ 

door to the wealth of Canadian.legend. In the ensulng years, 

, 
Indian and Eskimo folklore vied with Canadlan history in the 

,thematic content of a rnajority of the~rticipat~on plays. ' 

Durin'l the eeventies, most companies ,acquired resident 

participation pla~ights. Young People's Theatre worked 

l. . 
Most wer~ d~rected by Douglas Rieke, who subsequently 

founded the successfu1 Alberta Theatrè projects in 1972. 

" '.' .. ,-

---------_ .... _-----_._ ... , 
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1 
closely with broadcaster Len Peterson and former school tea-

cher Larry Zacharko. Globe encouraged Rex Devera11 ta wr~te 

several plays. Lahd of the Young comm~ss~oned scr~pts from 

Jeremy Gibson and James Brewer (who had spent five seasons 

with Brian Way). C~tadel produced a number of dramas by Irene 

Watts and Isabel Foord. Wayne Fines wrote four scr~pts for 

his Youtheatre in Montreal, and Schwartz ceased his adaptations 

of fairy tales in favour of a ser~es of children's class1c 
\. 

stories for Studio Lab. 

. 
A number of these plays were revived by other com-

panie's and in a comparatively short time N1col, Campbell, 

Schwartz and Fines were estab1ished as 1eading writers in this 

field. In addition, p1ays by Campbell, Devera11, Foord, 

Peterson and Schwartz were published by the Playwright's Co-op 

in Toronto which, since 1972, has made availab1e mimeographed 

editi6ns ta ~~terested amateur, school and professional groups. . -
1 

The seventies also saw a number of new participation 

companies rise (and fall), oft~n under the aegis of LIP and 

OFY grants. - One of the more i~aginative of thése was the 

• 
Pompl~da1e t?layers, which ma.naged .two interesting seasons 

, ~ 1 

working out of the University Qf Calgary from 1971 to 1973. 

This group pr~sented a series of almost compl.etely improvised 
, 

productions in schools and parks. Each member of the company 

o took his tutn as director and aIl taught creative drama as 

. / 



• 
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l 
.' they aspired for the idea1 (,Jf actor-teacher. 

. ~ 
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In 1970, a Queen's University team of facu1ty and stu-

dents has been presenting pa:r;;t~c~'pation tl:leatre in the Kingston 

region under the directl0n of Way-trained David Kemp. The 

McArthur Theatre Company "performs both profess~ona11y scripted 

and group-written pr~sentatlons, most of wh~ch have toure~ to 

2 
schoo1s throughout Eastern Ontarlo~" and ~s building up a body 

of stat~stica1 data "on the effects of participat~onal theatre 

3 
experlences at var~ous age levels." 

Since 1972, the first profess~ona1 company ~n the Marit~mes 

t'o explore partlclpatl0n theatre opened 1.n Wolfvllle, Nova 

Scot~a. Mermaid Theatre, a,~ded by an LIP grant, staged a 

Brlan Way pl.ece and a locally wrltten partlclpation productlon 

in lts first season, but discovered that "the reticent rural, 

N S h 'Id dl' d 1 4 ova cot~a c ~ ren not a ways partlc~~ate." The com-

pany turned to handsomely ~ounted puppet and legend 
" 

has not returned to participat~on thêatre. 

lTelephone interview with Allyson Netherton, co
founder of Pompledale, May 25, 1975. 

2 CODE, "The McArthur Experien.ce," Classroom Ideas 
and Sanity Savers (1975), p. 6. 

3 Ibid . 

4Information in a letter to the author from Lee Lewis 
Co-founder and Adminis~rator, Mermaid Theatre, March 15, 197 . 
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The mosf rapid prol~feration of th~atre companles for 

young audlences has'been in Ontario where the Arts Cauncll, 

the Department of EducatIon and a non-proflt booking agency, 

"Prologue ta the Arts," have urged and ass1.sted the province's 

5,000 ~chools to enJoy the performlng arts. The OntarIO Arts 

l 
Councll's current Artsllst records twenty-nlne companies 

offering theatre productions for schools; and a number of them 

appear to be experlmentlng wlth the partlcipatlon formula. 

It is tao soon ta say whether this third phase of par-

ticipatlon theatre lS at its ze~th, or lf it still has sorne 

way to go. Recent statistics indicate that the era of break-

neck expanSIon may be over. Holiday Theatre's annual aud-

lences have dropped from a high of 200,000 in 1969-70 to 

84,000 at t~nd of 1974-75. Young People's Theatre aud

iences have levelled out at 400,000 per year. Of the seVen 

major companies existing in 1970, only Land of the Young has 

substantially increased its audience. It currently reaches 

sorne 200,000 children per year with four touring companies . 
• 

Part of this slowing of growth among the maJor com-

panies may be attributed to increased competition from the 

many new groups. Ceilings on expenditUl;e for the arts by, 

lOntario Arts Council, The Artslist for Schools 
(Toronto: Ontario Arts Coun~il, 1974), pp. 3-14. 

" .....- "' , w 
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, , -school boards, and an overall tightening of educational budgets 

, must aiso have had 1ts effect. Another factor may 11e 1n the 
~ " 

t 
frequently expressed reservations arnong artists toward the ex-

tremely rap1d expansion of the Young People's Theatre up. to 
1; 

1972. Studio Lab has turned to greater community involvement; 

and Holiday Playnouse offers fewer but more intense sessions 

to fewer students following the British TIE group model. These 

three companies will be exarnined in greater detail later . 

• 
• 

) 
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To outÜne the Can<ldian theory of participation thea-

tre is 1arge1y to re- iterp te the Vlew,S of Petèr S lade and 

Brian Way, for Canadian educators, producers and p1aywrights 

have adopted their ~hllosophy wholesa1e and wlthout apparent 

modlfication. Simi1arly, the Theatre-lh-Education technique 

recently introduced in Britlsh Columbia is directly derived 
" 

from British experiences over the pas~,decade. It is'generally 

agreed that the theorles' and tech~iques of partlcipation thea-

tre, and the TIE group experiments which derlve from i t "stem 

from the theatrical work and experimentation of Peter Slade ' 

1 
in the pre-war per iod." 

Slade was not a scholar, but a practlcal observer of 

the,varieties of child's play at different age leveis. Durlng , 

the thirties, forties and fifties h~ evo1ved classroom methods 

which he and his many followers"throughout the wor1d believe 

to be eff~ctlve in developing the chi1d's ability to concen-

trate on studies and to relate weIl to other children. 

I,n Slade' s theory, which he preS,ents ln Chl.ld Drama 
1 

(1954), 2 persona1i!=y is deve10ped through "Personal Play," 

IMoses Goldberg, Chi1dren' s Theatre (Eng1ewood Cl~ffs, 
N.J.: Prentice-Hal1, 1974), 'p. 10. 

2Peter Slade, Chi1d Drama (London: Univ. of London 
Press, 1954), pp. 29-36. 

- 1 
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which is physical, act~ve and noisy., while concentration or 

absorption grows through "proJected Play," which is largèly 

a quiet mental activity. In "Personal Play" the child be-

cornes a character (e.g. a dragon~slaying knight) or a thing 

(e.g. an airplane, diving and struggl1ng through a storm). 

He i5 totally and actively invol ved wi th hi:s role, and his 

sincerity is complete. This is drama in the r60t Greek' sense 

of the word - to do, to struggle. \t a later stage in the 

child's develo~men~ personal play ta~es the form of dance and 

sports. "ProJected Play, If on the other hand, is intellectual 

rather than physical~ quiet rather than noisy. Sitting still, 

moving only his hands, the child manipulates favorite tays or 

objects in the projection of a drama which is taking place in 

his rnind. H1S absorption i5 total. "projected Play" leads 

not only to the abil1ty to concentrate on studies, but also .. 
to art and playing musical instruments, to games like chess, 

and to qualities such as "observation, patience, concentra-

1 
tion and wise government." 

Slade passionately believes that the education process 

must provide guided.opportunities for the child to engage in 

both projectea and personal play . 

lSlade, An Introduct\on to Child Drarna'~on: Univ. 
of London Press, 1958), p.S. , . 

~ ~~~""r 
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These two early ty~es of play have an important 
bearing on the building of man, hlS whole be
haviour, and his ability to fit in with society. 
Play opportunity, therefore, means gain and 

,~ development. Lack of play may mean a permanent 
lost part of oneself. It is this unknown, un
created part of oneself, this missing link, yhich 
may be a cause of difficulty in later years. 

38 

In order to use classroom play effect1.vely, the teaclier 
\ 

must understand the particular nature of play at each stage in 

'the child's development. For instance. ~he natural shape of 

play is ~ge-dependent. and must be considered in planning suit-

able actiV1.tléS. The youngest èhild plays in a circle; by 

about eight years old, in a horse-shoe, triangle, star or S-

shape; and only with adolescence does he oct in the long, 

2 
tongue-shape set usually at one end of thé room or on a stage. 

As Slade dist1.nguished the nature of play at different 

age levels, he conceived specific dramatic activities to capi-

tal1.ze a child's emotional and moral development. The 5-6~ 

year-old engages in activities associated with speecD, move-

ment and perception. Simple noises are used to st1.mulate 

># 

ideas, to encourage concentration, and"" to accornpany action.:-
\ 

h ' , 3 , d Speec 1.S never d1scouraged. Movement 1S stressed, an 

lIbid., p. 5. 

2 
Slade, Child Drama, pp. 42-50. 

3Ib;d., pp. 93-100, 37-51. 

J 
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.. 
through dramat~c creation their experience is enlarged. 

Groups aged 7-9 and 9-11 years work at a deeper level. They 

make up plays and act them. Scripts are never used, but the 

proscenium stage is empIoyed sometimes. Most work, however, 

is done ln an open area and everything is improvised. 

When the child grasps the ldea that plays are group 

creations,1 a great step. forward has been made. Chlldren be-

come aware of the needs of others, and they beg~n to feel 

what Slade ca1ls group sens~tivity: 

When this group feel~ng is grow~g we notice 
a great development in communit"efforts. TheFe 
is the straightforward group creation, where 
staries and, ideas are built up by several child
ren and acted out, but there is aiso the new 
feeling, bath canSC10Us and unconscious, for th~ 

place ot others.. . ThlS is the outward sign 
of soclai awareness. It i5 part of the inte
gration of self with society.2 

The aIder groups, 11-12 years and 13 years and upwards, 

are at a point where ~mprovisation becomes a means to an end 

for them, Now work is polished by repetition and gu~dance. 

Theatre is beginning ta grow. Emotiona'l development is still 

th~main conc~n but several other factors enter. Mastery 

1 

of the playing space, for example. means acquired techniques; 

lIbid., pp. 52-53. 

2 Ibid . 

;' 
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therefore, sorne simple teaching about theatre becomes neces-

sary. Speech guidance ~s often asked for and givèn. Plays 

develop almost a conventional form and can be acted, wr'itten .' 

and 'e~wr~tten, then acted aga1n. critic1sm· of work done is 

l 
offered by the young people themselves. 

Slade is adamant that staries used for aIl age groups 

should be their own as far as possible. Good Iiterature should 

be available but the child's own creations are more meaning-

fuI for self-express1on. 

Vltimately, Slade sees child drama not merely as"a 

technique for training childr~n but as an art form comparable 

to 'child art'. As such, he contends, it shouid taKe its 

place in the curriculum alongside Music r Art, Literatu!e, and 

th. like. 

Given Slade's intense interest in the use of drama in 

education, it 1S hardly surprising that he gave serious atten-

tion to the raIe of professionai performances for elementary 

-
and secondary school children. His study led him to quest10n 

• the value of ~rofessional productions for children, particu-

larly for those under twalve years of age. He was disturbed 

by the end results of such experiences~ "The children copy 

ISlade, . Child Drama; p. 69. 
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these product~ons for long per iods after, fi he mainta1ns, a,nd 

the coPies get worse and worse; they lose confiâence in their 
, . 

own ab111ty to dress, rnake scenes and wr1te p~ays: 

Thèy copy the actual production forrn of the adult 
actor, and, when acting aiter seeing the play, 
they act at being the actors act1ng that play. 
They tend to stop the1r own real act1ng. . for 
the truth 1S that the child, even at twelve and 
over, often does its work off as weIl as on the 
stage, and loses ~onf1dence in its own Art Form 
if it sees "perfect" p:r-oductions by professionals 
in another acting shape. l 

Slade feels that the position.~s aggravated further 

when large productions play entirely ~n the proscenium form, 

. "-
and suggests that professional actors, drama advisors and .. .-' 

educationalists get together to discuss wha~ theatre forrn 

pr~uctions should take for various age groups. "It ~s sheer 

nonsense," he says, "for any adult to th~nk that he can show 

children between the ages of S1X and eleven how to act by , 
, 2 • 

acting at thern." 

Equally damaging, he feels, is the tradition of young 

children publicly perf~rming plays, especially in the proscen-

ium forro: 

/ 

1 r 

lSlade, Child Drama, p. 266. 

2 Ibisl. , p. 267. 

\. J 
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mlen young ch~ldren act before grown-ups, thcy 
are often dlsturbed by the adult laughter, and 
spend a good deal of tlme sm~ling out at their' 
loved on es or grinnlng cheerfully at their 
stage companlons. 

This is sort or a social affalr, a dress parade. 
It has nothlng to do with theatre. It is nei
ther ac tlng nor ar t. l , 

, 

The cruclal actlvity takes place in the classroom. 

42 

Professlonal ~heatre lS only effectlve to the extent that lt 

capitallZ~s on the nature and functlon of the Chlld's own 

dramatic actlvity and enr~ches his ex~erience. "We look upon 

chlldren as belng more important than theatre,' ~at is aIl . 
. ' 

Theatre lS only' valuable, in our ~context, insofar as it really 

ser',{es the chlldren,' and not JUs t the players and their ambl-

2 
tl.ons." 

Slade is deeply suspicious of the sudden appearan~e 

.... 
of theatre companies on the school circuit. "A lot of people 

p~rfectly sinc~re perhaps are apt to rush into this work with-

out enQugh knowlQdge and training, or with granlte-set ideas 

abo~t the loftiness of aIl theatre art, and ~estroy other 

valuable things in educatio~i without facing the facts or 

. 3 
really thinking about what happens to the Chlld." 

l 
Slade, Child Drama, p. 266. 

2 
Slade, "Children's Theatre," Cr'eative Drama, 2, 

No. 7 (1959), p. 36. 

3 Ibid., p. 26. 
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Sladè would like to be sure that the actor in theatre 

for child~en 1S properly trained and has a good understanding 

of cftildren. ,~bring this about: 
f 

1 

There should b~ many more Child Drama Centres ~-

where chi!dren may crea te in their own way 
under sympathetic guidance. Adults should. 
attend these and undertake careful obs~rvation. 
One day it is to be hoped that no one will be 
allowed to Join a Children's Theatre Company 
unless hé ~ar had a specified length of such 
observat10n. 

In the early thirties, Slade began to produce plays 

for children and introduced changes in the performing arèa 

which have since become stan~r.d pract1ce. "It was the fac~ 
that children play so often in a circular form that made me 

/ l 

start to break consciously away from proscenium presentations. 

And it was because of watching the use of higher and lower . . 
levels in pavement play that l fi~st advocated the use of 

2 
rostrurn blocks to the schools my companies visited." 

Du~ing the war years, Slade deve10ped the concept of 

teacher-actors, people who are primari1y teachers (not neces-

sari1y s~hool teachers) and who know how to work wi~h ch1ldren. 

lSlade, "'I1leatre fOr Top Infants to Middle Juniors," 
Creative Drama, 2, No. Il (1961), p. 20. 

• 

2Slade, Experience of Spontaneity (London: Longrnans, 
1968), p. 192. ... 
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':TheFto the 

m?y be dressed up. 

school with the freshness of outsiders and 

They com~ for acting. They are tra~ned 

1 
actors. Actor-teachers, a new profession.~ In 1943 h~ b~gan 

to train such a group and in.194 f they formed a company called 

"The Pear Tree Players, the first full' time professional com-

i 2 
pany devoted to educa tional work." 

Serious training started, every Sunday, every 
available free mornJnt of the day and m'ost even~ng~. 
As one of their aims was to break away from the 
prosceni~m àrch and develop group work, they were 
drilled in gro~p dance ~rnprovisation and every 
imaginable type of production, including the arena 
form. . . . We played aIl over the county, on fIat 
floors, in barns; we improvised, played excerpts 
and one-act plays,3 

The company lasted ohe year and st~mulated a great deal 

'of interest, but because Slade was unable to find grants, this 

,1 

first team of teacher-actbrs was forced to d~sband. "They are 

professionals of a new profession," wrote Slade prophetically, , 

~ 

"and their work will never stop. Ins.tead of concentrating on 

.... 
one place, ,the P,ear Tree Players are' now cultivating little 

, 4 
gardens all over England." 

!' 

l . 
Slade" Child Dram!. p. 212. 

2 lb id ., p. 2.92. 

3Ibid . 

4 
Ibid., p. 293. 
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Since 194B, ~lade has been the Director of the Bl.r-

rningharn Educational Drarna Association, where he continues to 

• 
teach, write, train actors and teachers, and to produce plays' 

for chfldren. l There, his 1nterest in ,the particl.pation as-

pec~s of theatrical performances developed. 

Slade observed that as some children engaged in drama-

tic play, others, 'who for sorne reason rernained"outside the full 

action, at sorne pointwere ,drawn in and became sm important 

part ot the dramat~c activity. Slade nurtured this joining in 

and called it audience participation. He felt that since 

the heal thy child pre'fers to act ra ther than 
to watch (because at thl.s age personal play is so 
important), the tension may be relieved by en cou
raging the enfQrced watchers to Join in play with 

---nurses of aIl kinds - even with remarks. Actors , 
rnay move happily off our mistaken conception of 
the "stage," and will approach the wrpngly terrned 
"audience" as if they were other actors .and sell 
them something, or perhaps bite off their noses. 

~ Participation then takes place a~d bqilds towa~ds 
that w?nderful atm9sphere which is only expèrien d 
where the right attitude encourages childre 's 
real drama. 2 

Al though S1ade did not specify wha t kïnd of partici-

pation he envisaged beyond that, he spoke often of the need 

for "specially devised theatre performances, which approach as 

\ 
nearly as they can the child's own viewpoint and shape of 

,.1 

l Slade, Experience of"Spontaneity, p. 195. 

~Slade, Çbild Drama, p. 59. 
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Il 

", 
. 1 

açting--Le. theatre which takes child drama into account." .. 
stade 'fervently hoped tha t- audience participation 

would be used a great deal in the future, parti~ularly during 

adul t per formances for children. "One should not think,'" he 

says, ."that audience participation encourages rowdiness--it 

encourages life, and helps an~rtificial situation to be less 

- 2 
harmful." 

. \. His desire to "bridge the gap between actor and aud-
7 

ience, ta be able ta play,lin aay place, any shape," as weIl... ils 

te "let aIL ages meet when possible, and see each otner at 

wafk, so as ta break down the barrier between'youth and age," 

led ta the format10n of 'the first Drama Centre in Birmingham.
3 

. 
Here chfldren of aIL ~ges could explore dance, art, mUS1C and 

improvised drama, under the ~~tchful eye of Siade-trained tea

chers. Here, 'too, observera, students and would-be actors 

coufd watch the shape, natu~e, poetry and intenaity of the 
1 

children's cwn drama" Started in the early fift~es,4 the 

Centre provideq a model which has been mucD imitated th~ough~ 
. , 5 

out the world. 

1 Slade, Child Drarna, p. )3. 

2 lb id . i P • 60. 

3Slade, Experience Qf Spontaneity, p. 222. 

4 I'id., p. 221. 

5Ibid ., p. 262. 

, 

.' 
r 

~ J .. 
\ " , " 

,;11 
~ f l . ,-
.' 



, 

o 

, '\ 

47 

Slade laid the foundation for Britaih's predomlnant 

position in theatre for young audiences. First, he formulated 

a general theory of child development through drama which has 
Il 

become accepted throughout the English speaking wor,ld. ' Secondly, 

he discouràged the pres~ntation of traditional adult theatre'to 

children, and recommended a more suitable form of open staging 

specifically designed for each age grQup. Thirdly, he described 

the ideal actor-teacher, showed how he was to be trained, and 

campalgned against those who would e~ploit child audiences with 

untrained actors. 
, , 

It might even be said that Slade first conceived th~ 

idea of participation theatre: but it was left to Brian Way to 

expand these ideas and to evolve the soph~stlcated techniques 

WhlCh have been 50 widely imi tated 'interna tionally. 

Like Slade, Brian Way believed that perfprming scripted 

plays for adult audiences was likely to have',a harmful effect 

on young children's personal development. However, unlike ' 
. , 

Slade, he advocated attendance at prof~ssional theatre per-

formahces for child~en under twelve, as weIL as for eIder 

students. 
, 

Way arrived at his ideas about participation theatre 

• through the theatre itself, rather than threugh children's 

playmaking as did Slade . 
.,.J 

in 1942 through West,of 

Whilé touring with his first company 

l · / 
England ~~al achoola. he found 

l' .. f 

1 
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himse f obliged to use intimate an~simple forms of staging in 

~r t fit performances ,into a classroom setting. , The intl.-
, 

mate cont ct often eliclted spontaneous participatlon from un-

sophisticat d children~ Instead of 19noring'it or taking .... 
steps to prevént lt, Way began to incorporate legitimate oppor-

. 
tunities for participation into his scripts. He discovéred 

that children respond best in familiar and intimate surround-

ings, an~ that they could improvise dlalogue and partl.cipate in 

imaginative dramatic experiences without the aid of scenery or 

other tradi tional thea tr ical trappings. "By the time Way met 

,Peter Slade, who had ~een developing his concepts of Chlld 

drama, the West of England Company was includlng partlcipation 

1 
in their programs for young people of aU ages." 

"Numerous problems besetting my own work were not ans-

wered untl1 l met Peter Slade," says Brian Way ~n hl.s editor's 

. , , ,.-
introduction to Sladé's Child Drarna (1954). "His wealth of 

u~derstanding and knowledge of'the subjeot sprl.ngs from twenty 

yeara d~oted to painstaking observation, research and experi-

,~ntat!oo; backed by a 
'4:-~' : l' .. ~: 
~.~t detail or the 

capacity to perceive and document the 

2 
broadest concept.", In the latc forties 

.. 
IMargaret Faulkes, "Audience Participation in Theatre , 

for Children,Il Children's 'rheatre Review, ,21, 4 (1972), p. 38. , 

2S1ade, ,Child Drama, p. 9. 
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l 
Way camé to work with Slade at his Birmingham Centre. In 

addition to acting, managing, producing and directing, ,Way 
", 

made a detailed study of the place of drama ~n the development 

of children. His conclusions found expression in his Develop-
i 

ment Through Drama in 1967. 

Way, like Slade, makes a clear distinction between 

theatre as a product designed to entertain an audience and 

classroom drama as a process used to develop the various facets 

\i 
of the child's personality. 

~ In the area of classroom drama, Way was pri~arily con-

cerned with the development of the whole personality. He 

sought to ~ap the individuality of each child and to discover 

the means by which the 'unique aspects of each pers on could be 

developed. He felt education should be concerned with prepa-

ring young people for livi,ng, and drama was the art of prac-

, . 2 
tising living ta bu~ld up skill at ~t. 

In general, Way's theories are very close to those of 

Slade. "The difference betweert the writers stemmed from the 

individual emphasis each gave to various aspects of the 

ISlade, EKperience of Spontaneity, p. 258. 

2Brian Way, Developmept Through Drama (London: 
Longmans, 1967), pp. 3-6. 
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1 

dramatic act," says Scott in h~s cornparison of British and 

Americah theories of developmérital drama. Scott found that, 

though both Slade a!1d Way wer .. bas~cally humanist and incÜ-
, 

vidualist, and saw child's ~ramatic play as a means of develop-

ing "the whole child, rather than as an end in i-tself," way' s 

work was distinguished by its o~gan~zation: 

Way's view of the broadening horizons of human 
development closely paralleled Slade's approaeh, 
but Way's concept of the six faeets of human 
personality made his work far more organized. 
'Whol~ Child Development' was to be aceomplished 
by developing these faeets, and by building eon
'centra tipn. 2 

At the core of Way's drama theories is the concept of 

three "circles" or levels df development. At the centre 19 

the level of personal mastery. The next wider circle br ings 

sensitivity to others and to the immediate environment. Ex-

panding to the next cire le involves enricpment of one's re-

. l . 3 sources ln a arger enV1ronment. 

IGraham Richard Scott, liA Survey of Selected Approaches 
to the Teaching of Creative Drama in'the United States and 
Eng1and," unpubiished Master's thesis, University of Calgary., 
A~ta., 1972, p. 121. 

2 . 
Ibid. 

3 Way, ~ cit., p. 13. . (See Fig. l on following page .. ) '\ 
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To bu~ld up confidence at each level, Way esta
blished a teaching progression; from individu~l 
'parallel activity, to pairs sharing and on to 
progressively larger groups.l 

rhis ordered sequence of development is to be based, 
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not on chronological age, but on the teacher's assessment of 

each child's personal development. specifie exercises were 

suggested to develop the child's resources. Areas of emphasis 

are: (1) concentration; (2) the sehses; (3) imagination; (4) 

physical selfi (5) speech; (6) emotions; and finally (7) intel-, 
2 

lect. 

Drama teachers who had struggled to pull together Slade's 

, 
methods from his romantic narrative style of presentation found 

-in Way's work a'clearer statement of theory, and precise steps 

, 

t6 take in applying it to the individual ch1ld. 

Way's ordered presentation was furthe~ enhanced by his 

trenchant prose. His underlying child-centered humanism found ' 

expression in stirring language. He had a politic1an's skill 

at articulating fundamental goals in ringing ,~hrasés, and a 

theatre artist's gift for relating ideas and emotions: 

50 far as is humanly possible, this book is con
cerned with the developme~t of people, not with 
the development of dra~a. 

1 
Scott, ~~, p. 106. 

2W ... 14 ay, .QE.:..~, p. . 

3 lb id., p. 2. 
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1 
Education is concerned with individuals; dr~ma 
is concerned with the individuality of indivl- 1 
duals, with the uniqueness of each human essence. 

If education lS concerned with preparing young 
people for livlng rather than for a Job in 11fe, 
then it m~st concern ltself wlth the whole per
son ... 

Drama", . is a way of education ln the fullest 
sense; ~t is a way of livlng. 3 
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,The greater part of Way's theorles dealt with methodo-

{"\ 

logy, the "how" and "what" of drama; teachers were shortcha,nged 

on the "why, Il but uncritically accepted his gospel. Here was 
r 

something to believe in. To do drama was to belong to a move-

ment. 

When Way opened his Theatre Centre in Nort.hwest London 

in 1954, he had behind him eigh~ seasons"of touring provlncial 

schools, a developmental theory, and a philosophlcal purpose 

,deep~ relevant to 

ment lof obJectives 

the educational sys~ern. His initiœl state-

was/both CQmprehensive and precise: 

,. 

, , 
1. To provide/ opportuni ties for exper iment and 
research intQ the forrns of theatre most suit
able for chil~ren of aIl ages. 

2. Ta assist teachers in aIl types of schObls with 
meth~, o~ approach ta drama,in education. 

:' 

1 
~ 

. \ 3 • Way, .s.!h, 1 p. 

2 ' 
Ibie· , p. 6. 

3I~id., p. 7. 
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~. To encourage, among children, an interest in 
and appreciation of the living theatre by the 
presentation of plays specially selected and pro
duced for children of each age group.l 
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Because of their invol v,ement in part1cipa tion thea tre 

performances, young audiences wou1d 1earn about the pr~cess 

of theatre, Way believed, and teachers who had watched their 

students participate wou1d 1earn about the techniques of in-

volvement and control, and cou1d apply them in their drama 

. l 2 work back 1n the c assroom. 

To find suitab1e vehicles for his new participat10n 

the6ries, Way was obliged to become his own playwright. For 

. 
his themes and forms, he turned to his extensi~e expe~ience 

of doing drama w1th children, a pract1ce he recommends to aIl 

who would enter the field: 

By doing the play in the way that children do 
their drama, we hope that we not interfere with 
the drama - for what the child do es in its own 
drama 1S much more important than what it sees 
in children's theatre. If it sees the wrong 
thing, instead of being stimulated it becomes 
an ape and merely copies. 3 

IThe~tre Centre Ltd., Chi1dren~Theatre-Eduçation, 
brochure, n.d . .. 

2 
Way, CCYDA Annua1 Conference, Toronto, May 1968, 

p. 16. 
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. ' 

The amount of participatlon in Way's plays varles and 

may take up as much as fort y per ~ent of.playlng tlme. How-

ever, Way continuously experimented not only with the amount 

.' 
of partlcipation allowed, but also with the amount of control 

exercised. For instance, "the play we are doing at the-moment--

The KeX--" said Way in 1968, "is absolutely berserk with aud-
t-

ience participation. We are quite c~azy, gone f~rther than0 

ù we've ever gone and the entire audience gets into its own 

imaginary wagons and goes on a trek across a desert, cross a 

ravine wlth a human bridge, absolutely fantastic - and we are 

learning an enormous amount about the factors of control by 

l 
doing·lt." 

Way's productions were based on the notion that young 

children have a need to express their feelings physically and" 

vocally whes attendin~ a play, and that they are able, and 

indeed prefer, to "play with actors" rather than merely sit 

througQ a performance: 

p. 16. 

If the play i8 happening in and around the young
sters " " . the child,ceases to be aware of the 
reality that it i~ a small person watching a play. ' 
The play becomes a reality in ïtself and part of 
the response to that ls the identification with 
people inside the play. So that if there is some
body in the play that they like very much and feel , . 
l 

Way,. CCYDA Annual Conference, Toronto, May 1968, 

-
.~ 

1 , 

o 



vcr~ strongly for, 
st~ll and be quiet, 
help.l 

-

they ar,ef. not going ta s 1 t 
they a~e going ta offer 
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Way developed participation theatre as an amalgarn of 

theatre experience and drarna. The theatre experience, says 

Way, "rcleases the whole intuitive area of the person's 
p 

growth .. and thus can stretch 'the horizons of the child's 

intellectual, emotional and spiritual experience.,,2 
• 

The act of participation resembles drama done in the 

c~assroom, 'in that it involve~ raIe playing, in~ensifies iden-

tification, and stimulates imagination and creativi~y. But 

at the same time, 
y 

..-< 
the uniqueness of the experience of theatre 

as an art form must not be lost. "We are trying,;' says Way, 

"eo hold a balance a t the Centre of the mixture of' the drama 

exper iencp through par ticipa tion wi th the thea tre experience, " 

because "participation by the audience can very quickly turn 

itself into a classroom drarna situation which can then elirni

nate the theatre experience altoc!ether,"] 

1 Way, CCYDA Annual Conference, Toront~, ~ay 18, 1968, 
p~ 16. 

'2Helene S. Rosenberg, "An Interview with Brian Way," 
children's Theatre Review, 24, No. 2 (1975), Il. 

". 
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A typical' Way play has fqur characters (two male and 

two fema1e), runs fifty minutes, is designed to play ~n the 

round in close contact with the audience. and uses;t:0 ra and 

costumes but no scenery or l~ghting. Each play is esigned 
'! ' 

for speciflc age groups wlth audiences set at 200 maximum. 

The majority of Way's plays ine1ude two basle types of . . 
partieipatibn - wholé audience participation and group parti-

1 

eipation. 

pl~ cannot 

Th f ' Id h e ormer lS structure ln such a way that t e .. 
unfold'and ~rogres8' wlthout pelp from the aud-

, 1 
lenee. 

l' 

If the play can° exis t wi thou t i t, then "the partiei-

pation 15 suspect as a gimmiek and may result in the English 

pantomime type of fun-hysteria.,,2 Plays invo1v~g group 'parti- . 

. 
cipation provide specifie moments durtng wh~eh ~ limited number 

of volunteers or arbltrarily s'e1ee.~ groups from the" audience 

" \ . 
are invited to participate through improvisation: 

\. . 
Although sorne instructions are given about wha~ to 
do, the participation is unrehearsed improvisation. 
This is çonsidered :to be a direct .'link "ith creative 
drama in schbo1, and such improvisption is r·intended. 
to help teac~ers in ~c~ools wlth a method of approa~ 

.•. to dr ama in eduea t ion. r . 

lway, Report to Canada Council, September 15! 1958, 
p. 18. 

2Margaret Faulkes, "Audience Participation in Theatre 
for Children," Child:.;en'''s Theat,re Review, 21, No. 4 (1972)', 36. 

3Young Aud,ience 
(mimeographed lïsting, 

" 

) 

ipts, "Plays for Young Audiences" 
nton, n.~.), p. 1. 
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The involvement of the audience is elicited in two 
• 

. ways: by dir;ect request and indlre'ct request. 

, 
Direct reguest requires a charact~r ta ask for the 
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.....-.. ,\ ., 
support of the audience ta achieve an obJective ln the play, 

as in this. example from The Mirrorman: 

Lis ten everybody, live done i t" live' done i t. 
l have f~nished making the most beautiful doll 
... but ,you must see Beau,ty walk. ALI she has 
ta do is ta listen carefully until she hear$ this 
POM POM POM , . , but will you help me, with the 
POM POM POM, will you? AlI rlgh~ then. Let's 
try i t. l 

~e support for a character can~e expressed vocally 

'" (such as saylng magic words, making sounds of wind, rain, ma-
.-' 

chInes) pr through actions (such as growing into trees, pick-

ing berries, becoming puppets, or making~t\ings). Sound and 

movement can be combined and the various dynamics explored 

Ce.g. tempo, quality, intensity) , These variations in movement 

and sound then provide not only a rang~ of experience but also 

help'to build and. pU8tain concentratibn, 

Indirect reguest obliges a character to ask for.help 
) 

or advice: or he ~ay of ter a suggestion or give'an instruction 
1 

for sorne future action in the play.\,/, For example, "rf you neea 

my help, everybody moan and groan, and l'Il come at once." , 

l ' Way, The Mirrorman (Lonoon: Theatre Centre Ltd., 
n.d.), p. 1. 

/' 

----_ .. "-"i?~"~ ~ , .' ' .. ,,\ ... ~i, ~ ~ ~J", ,-1 

r· t 
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The indirect reguest technique is more difficult for 

the actorsi the audience may qe at times carried away and 

1 • 

introduce their help or advice at inappropriate moments,' "lt 

is also to a degree contrived," says Ma~gaiet Faulkes, "in 

1 
that the response of children can'-generally be anticipated." 

Th~ smkii group type of participation i5 as a rule con-. '. 

fined to oider children as it demands from them a certain de-

gree of improvised speaking and characterization. While thi5 

invoivement'is unrehearsed, although occasionally sorne prepar-, 
, 

ation i5 done prior to the performance, the actors as charac-

ters in the play co-ordinate the activities of volunteers to 

fit tl)eir scripted li~es. 

t 
For example, in the play On Trial, the whole audience 

is considered as a community from which'volunteers are re-

qu'ested by the commanding officer to accompany hi51 on a dan'-

gerou.s expedition. In another play, The 

is divided into four grou.ps and is, a~d 
Decision, the audience 

to build an·air~strip. 

Later, as one community, they are asked fe make an im~ortant 

de~ision about its future. 
1 -~ 

The spontaneous nàture of the participa~i~n play makes 

tremendous demands on actors. Wisely, Way remarks, "His lthe 

l 
Faulkes, .2E.:... cit. , p. 37 • ---r 

1; ( 
.. ' 

" 
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actorl~/ imagination has to be strongly developed, his confi--

dence needs to be strengthened, his body needs to be fully 

flexible - and it can only be done with constant, constant, 

constant practice. Not necessarily having to go to England 

for three years to drama scHool, but constant practice, half 

• 
an hour limbering before a rehearsal,'lots of improvisation 

: . .. to be ready for the moments of participation when they 

actuallyarise."l 

Thus the actor has to make sure that his 'resources Qre 

developed as fully'as possible. Âbove aIl, 'Way stresses con-

centration as the indispensable requirement. "At the Centre," 

he says, "we have a three day c@urse in the middle of rehear-

\ 
saIs. This is solid concentration - with the whole staff going 

/ 

berserk making"the kind of noise that happens in a schoo~ and 
, 

..J 1 

each actor' concentrating on a par·ticular task and ignoring i t, 

so that·when the actor ~s in the schoo! his concentration is 

such that he cannot have this,thing interfere with what is 

happening betw~en him and his aUdience.,,2 

, 
1 Way, CCYDA Annua! Conference, Toronto, May 18, 1968, , 

p. 17. 

2ibid. 
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The flexibJlity demanded,of actors in participatlon 

, \ 

plays ~s considerable. Child audiences react in different 
\, J .~ 

'ways from adult audiences. Morebver, b~e variatlons between, 

one child audience ·and another are more marked than in adult 

<l 
groups. Improvisation and control may be ideal one day and 

. 
hazardous the next. The situa tions which stem ·from the spon-

tane~us reaction ~he audience are particu1arly vulnerable. 

The temptation ~s ~o over-encourage spontaneous suggest10nsi 
,<y 

if the company is inexperienced, the audience can virtually 

take over, and the rhythmic shape of the scrlpt is destroyed, 

,and the climax weakened or missed altogether. It takes the 

grea tes t of skills in' such a si tua tion to restor.·e sorne kind 

of order. 

Margaret Faulkes cites sorne hazards innerent in The 

Mirrorman. "At her first entrance; the Wi tch is 'wished' away' 

by the whole audience. On her second entrance it may weIl be 
/:;. 

that the wishing is repeated (particularly if it was voca!ized 

the f~rst time}i sinee participati6n has been well·established 

by this point in the play, the eharaeter must react ta it al-' 

,though problems cêln arise if, as in one performanc;e, .she exits 

hurriedly ànd omits to cast an important spe!l on another 

character. becau~e the next twenty minutes of the play are côn-

! cerned with taking off the spell." 

lFaulkes, ~~, p. 37. 
r 
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. In spite of the demands and hazards contained in the 

... 'f (., 1 ff' d partlclpatlon theatre ormat, Way s 'ear y e orts prospere. 

In 1957, he had two companies per(orming full tirne, touring 

.. schools. By 1968, 
l 

there were seven companies on the road 

and the Centre found itself engaged ln wide-ranging activities 

in theatre, drama and the arts: 

Its premises in London are open every evening of 
the week fo~ young people to practice without 
b~ing taught, such arts as drama, pottery, paint
ing, film-making, carving and music. On Saturdays, 
there is an improvised play for younger age-groups 

• pertormed by the staff of Theatre Centre and people 
from the Friday Drama evening which is fô~ adults 
su~h as teachers, drama students and restlng actors. 2 

Throughout, Way stressed the importance. of the interrelatlon-

ship of the various activities, and advised anyone who would 

produce theatre for children to get out and see what children 
J 

do. "One of the things to do, Il sugge'sts Way, lOis to find out 

in yo~r area who has children doing drama and go and watch 

1 3 
that. We open our eyes to aIl kinds of"adventures in theatre." 

I Ross, ~ ~it., p. 34. 

2Theatre Centre Ltd., prograrn for Christopher co,l~mb~S 
i 

and The Discoverers (1966-67). 

3way , CCYDA Annuai 'Conference, Toronto, May 18, 1968, 
p. 15. 

.. " 
li 
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When Way came to Canada in 1958, hè offered in his re-

port to Canada Council a detailed practical plan for the esta-

blishment of a touring" professional participation theatre com-

pany. The Company should consist of: 

a. A General Manager, tb be appointed -at least two 
months before rehearsals commencé in order to send 
out aIl Decessary general information, to fix up 
~etails of the tour, and, only where necessary (and 
it need not be ntcessary at aU), to visit;. sorne . 
areas. During th~ tour this persoh might n~ed to 
be sent to each a~ea in advance of the company, but 
this too need not be neoessary with,wise planning. 
Considerable costs can be cut down if the Manager 
can avoid this travelling about. 

b. A Director, who would be responsible for enga
ging the company, initial training, 'rehearsals, 
etc., and who should travel wi th the company as 
observer, for rehearsals or rehearsals of new things, 
and for doing the main lecturing at workshops, etc. 
It is imperative that this person has no acting 
responsibilities. 

c. Four profess ional, fully trained actors - two 
male, two female. They should be young, v~tal, 

imaginative and without any of the pompous attitude \ 
that sorne professionals have towards working with 
amateurs, and with a second interest in the idea 
of such an experirnent. fTheir wor~ needs to be 
highly flexible. l . 

Members of the company wqu1d aIl receive the sarne 

salary: they would aIl worK in making wardrobe. props and 

earse fQr three weeks, during ~Fich 
/ 

~cenery: they would 

they would be given training in performing for 

· \way, Report to Canada Council, September 15, 1958, 
p. 15. 

'~ 

1 
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children. At the same time ~hey would be tau'ght sorne dra}ila-

in-education theory and would prepare Iftcture-demonstration 

, l l materl.a s.' 

Given the primitive state of),child drama at the time, ,. , 

it is~hardly surprising that Way str~ssed the rnissionary role 

of the cornpanies. Workshop sessions ~t each.touring engage-

ment were essential. They would include the following acti-

vities: 

a. A lecture on the purpose and place of Drama 
in Education. 

b. Methods of beginning Drarna wi th each age 
group, involving aIl children not just the 
few c lever ones. 

c. Photographs of ,Child Drarna on display. 
d. Practical exercises for classroom teachers. 
e. Instruction in th'e use of ros trum blocks, 2 

togeth~r with display of miniature models. 

, 
There is a marked attempt in Canada to codify Brian 

Way's method. Way, however, sees hie own work aS,basically 

fluid and is unwilling to give any of his ideas wh~t rnight be 

described as a definitive force. As he explained in a recent 

interview: 

1 Way, Report to Canada Council, Septeffiber 15, 19S5, 
pp. 1,6-18. 

2 Ibid ., p. 20 . 

. " 

• 

• 
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l was and, in my own metabol~sm, always 
have been a pioneer kind or person. In other 
words, l really like to dig around iRtO some
thing that appears necessary but hasn't been 
tried .1 

Since 1960, Way has contr1buted li t'tle that is new 

theory·and practice of participation theatrei rather he 

.' chosen to multiply the number of his touring c~mpanies, 

to exper imen t w.i, th the amount of participation in his 
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to 

plays. A new approach, which downgraded audience size in fa-

vour of intensity of experience, wast pioneered from 1962 on-

wards by Stuart Behnett's Theatre-rn-Educatio"n (TIE) group at the 
~ ~ 

". 

Belgrade Theatre in Coventry. In response to widespread en-

1 
thupiasm, other,TIE groups sprang up in Liverpool, Nottingham, 

2 
Sheffield, Watford, Bolton, Leeds, and elsewhere. 

Their work has ~wo main objectives--to explore drama 

and theatre as a téaching method, and to develop kinds of 

. 3 
'theatre exp~r ience relevant to young pèople today. 

Instead of trying to squeeze in more performances at 

more schools. TIE groups try to spend more time with each grGup 

lRosenberg, "An Int~rview with Brian WaYt " ~ cit., 
p. 4. 

2Richard courtney, "Creativity and Theatre for 
Children," Stage in Canada, 7. No. 2 (1972), 13. 

3Council of Repertory Theatres - Young People's 1hea
tre Section. Activitie! Information 1972-7B. booklet (London: 
CO~T-YPTS Office, May 1972). , 
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of students. A team of four. two men and two women, with ex-

perience both in teaching and acting, take progrâms to Kinder-

garten, Junior and secondary schools. The usual plan is to 

visit a school for a whole day or several half days. The com-

pany prepares a thème and works with students in the classroom 
. . 

on various relevant exercises. These workshops culmina te in a' 

"simple, improvised performance in which pupils and actors wcrk 
.~, 

together. , Any lights, sound effects or properties needed are 

provided by the company, and the pupils are shown how to f~e 
them. Themes explored by the ~elgrade company include t~ 

Tay Bridge disaster, Shackleton's expedition to the Antarctic, 

the siege of Kenilworth, a nd- t~~uqglefor civic freedom irt 

l 
_, med,ievai Coventr.Y, their home base. 

At their best, the Theatre-ln-Education companies have 
, 

brought a dynamism to theatre and education which has captured 

the imagination of critics in both fields. The liveliest of 

the companies is considered to be the Leeds TIE team headed by 

ex-Coventry player Roger Chat:an. This 'radical' group is a 

wing of the 1 conservative' .. Leeds Playhouse, and "not one of 
\ 

/the actor~/ would willingly ch~nge places with even the most 

lDepartment of Education and Science, Dramr' Education 
Survey1. (London: HMSO, 1967), 91'-92. 

\ 

.> . 
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successful members of the city's adult theatre company to 

. l 
which they are attached." 

The team considers i tself obliged to provide a good" 

theatre experience, but does not claim to be responsible for 

,the child: s developm~nt - except Il insofar as it presents views 
( 

which are carefully and conscientlou~ly worked out, views they 

believe in and hope the chi1dren will find·worthy of their 

. 2 
attent~on." 

By using mature actors (average age thirty) the Leeds 

TIE team h~ been able to tackle complex and often highly con-

trove·rsial themes such as th~ brutalizing effe.ct _of prisons on 

their inmates, the plight of migrant workers in their city, or 

the historical exploitation of workers in eighteenth century 

Yorkshire: 

No school ~s obliged to take any of the progra~s. 
The team wait for invitations from the schools, 
and is alway~hookéd months in ad~ance. Although 
the programs ~ay weIl be accused of bias at times, 
their social criticisms follow the examples of the 
great masters of didactic theatre in seldorn using 

'* dogmatic stat~ent, more frequently relying on the 
searching question. As' one watches the Leeds team 
in action it is very easy to think of Brecht. 3 

IMax Wearing, "The Leeds 'Playhouse ~eatt:e-II1-Education 
Team," V.D.T.A., JOurnal, May 1974, p. 39. 

2 Ibid . 

3Ibid ., p. 41. 

/ 
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The actors rely strongly on improvisatiqn, and the dia-
, 
" ' logue is rarely committed to memory. The responsibility of the 

actor is seen "Dot in terms of memorizing lines or met~culously 

repeating a ~iece of business in a predetermined tempo, but in 

being able to respond to children anù fel1~ actors in whatever 

situation emerges. ,,1 

Chapman manages his team of teacher-actùrs by involving 

them in,all decisions, artistic or administrative. He seeks 

total com~itment ~rom every person involved in the group, and 

believes that this arises from total responsibility. Though 
• 

t~e 'group does not live together, the members have established 

a high degree of consensus in the ideas about education, morals 

a~d politics> and have built an enviable reputation among th~ 

theatre community. As Wearing points out: 

There is nev~r any need to advertise a vacancy in 
the group. ,Actor-téachers from aIl over the coun
try are intensely interested in the group's work 
and there i9 a long waiting 11st of such people 
whose ideas and aspirations would be compatible 
with those of trye group as it already exists. 2 

lW' , 39 ear l.ng. ~ ~!.t.:... p. . 

2 Ibid ., p. 40. 

• 
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Since here is no written text' as .such, the fundamen-

tal concern of TIE 1 S te am is not only to research the topic 
\ 

in depth but a 50 to find the most effective way to communi-
l , 

cate their rial to the children. The first half day of 

the school t 1S spent w~th the children in their class-

room, where h actor-teacher 'works with a small section of 

the class. br1ngs samples and artifacts, maps and other 

documents, an leads his sma!l group through sensory exercises 

which illustr social cOhditions central to his theme .. 

Then, through mime and other exercises, the ch11dren are pre-

pared to plaY::,~roup-~individual roles in the improvisation 

which fOlIOWS[. 

the end-resul!t, 

The play itself is but a step in a process, 
(( 

~ w-u ~ 

of which is the increased awareness by the parti-

cipan~s, not}onlY of the s~bJect matter but aiso of effective 

techniques of co-operation, imagination and concentration. 

When compared to the socially-committedothemes of the 

TIE groups, the traditional fairy tales and adventure stories 

of other the~tre for children ~ompanie~ seem thin or condes-

cending. "We seek to transmit our owri be11efs and ideas about 

the quality and nature of living as we know it," says Roger: 

Chapman. "You Ive gat to want to say something, and in that 
, -

need to say something and to communicate it, lies the real art 

of the theatre." 

lWear~ng, ~ cit., pp. 40-41. 
(, 
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Becausc Thcatre-In-l;ducation turns its sub]ect 

In to a power fuI and memorable exper·\ence, i t may provc dan-

.r gerous to introduce themes whose soclal consequences are beyond ' 

... 

. '" 

! ... ~ ,~ 

the children's ablilty to form matur~ ]udgments . In such cases, 

TIE programs are more llkely to create prejudices than ta in-

still soclal awareness. John Allen, a dlstlngulshed observer 

of theatre for children and an lnterested ~dmirer of the rIE . 

group approach, lS worrled about such social mliltancy ln th~ 
.( 

" . 
j.unlor sèhools. .IIBluntly, there 15 grave danger of th15 klnd 

l 
of work getting 6ut of hand." 

* * *. 
, 

Canada has contrlbuted little by way of theory or 

methodo1ogy ta participation theatre. Brian Way's plays and 

methods dominated theatre for chlldren from 1966 to 1971. In-

deed, most companies for~ed durlng this period launGhed them-

. . ( 
selves with one or more seasons of Way's plays. Young.Peoplè,r~ 

Theatre started in 1966 with three of Way's piece5i GIDbe J 
1 

opened in 1966 with threéi citadel-on-Wbfeels in 1968 began 

with tWOj and Land of the Young staged five Way works its 

opening year. 
( 

Youtreatre started with two, and even the Mer- .. 

maid Theatre" a puppet and 1ege'nd company, included a Way -

/ 

pieee in its first season. 

l of,; 

Department of E~cation and Science, Drama, Education 
Survey l (Londo~: HMSO, 1967), p. 92. 

1 . 

-..., 
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The British·~nf1uen~e ii lqrge1y attributable to the 

bùckground,s of the playwr~ghts, direGtors and founders of many 

of these companies. 
l 

Margaret Faulkes was brought to Toronto , 

to d~rect and co-d~rect the Eifs} two,'Way productions at the 
, , 
" 

Young Peop1e's T~eahre ~n 1967. The Kramers~ who founded the 

Globe Theatre, had worked with Way. James Brewer, who wrote 

plays for Globe and Land of the Young, was a Way collaborator. , 
/ 

Dav~d Kemp, a professor of Drama at Queens Uhiversity and / 

founder of the McArthur Theatre, worked clo'sely wlth Way. 

Richard Courtney, a theatre-for:children and drama expert frçm 

Britain, wâs brought by the CCYDA to Canada in 1967 to speak 

of, the future of 'the movement'. He remained to become the 

organizatioD~s president and one of the leading theorists in 

the f~eld. He was also responsible for establishing the first 
~ 

university 'Developmental Drama progr.ams in Canada at Victoria 

'2 
and Calgary. The growing humber of Way-traihed specialists 

IMargare~ Faulkes i5 presently Assgciate 
Drama, University of Alberta, Edmonton, Ale~. 

2 .' 
Esmé Crampton, Drama Canada, ~ ~~, p. 30. 

j, 

1 

ssor of 

,1; , 
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Polly Hill, Jane Heyman, Myca Banson, Eva Russel' and Sister 

Theresa MacKinnon were among this group. Meanwhile, as men-

tioned earlier, Way was frequently invited to Canada to lec-

ture, stage demonstration productions, offer workshops in 

t' . 
developmentai drama, and advise arts councils and universities 

across the country. 

Way's ~nfluence was immediately apparent in the approach 

to the aud~ence adopted by the fIedgling companies, in the si,ze 

and structure of the performing groups, in the workshops of-

fered to teachers and, . of c<turs~, ~n the participatory nature 

! ' 
of the product~ons. The~e f\ctors clearly i.dent~f1.ed 'the Way 

method' and were used by aIl Canadian participation theatre 

companies to present bo,th Way' s plays and, later, t}1eir oWf] 

.. 
Canadi~ crèations. 

\ 

Pre-season prospectuses sènt out to ~~hOOl boards con-

1 

tinue to insist that elèmentary school audiendes be limited ta - , \ 

approximately 200 students. Slade's concept of differing age 

\ . 
levels of drama sophistic~tion, which~nfluenced Way in wri-

ting his playa, 
l' 

nas become a working ru\e in Canada: ~hus, 
audiences today are generally segregctted 'hto age groups with 

productions specially designeq for each gra p. Young People's 

Theatre, for example, haa programs for!5-8 y o1ds (grades 

K-3), 9-~l (grades 4-6); 12-13 (grades 14-18 

" 
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l 
(grades 9-13). Citadel-on-Wheels breaks its triple season 

offer1ngs" into.Kindergarten to grade 3, grades 4-7, and grades 

8-1~.2 Land of the Young productions are usually addressed to 

3 
grades K-3 and 4-6. 

.----

The Brian Way formula has a sound and appealing ~cono-

mic basis. The company is made up of a manager ~d four young 

actors. Production and touring budgets are low enough to be 

covered by a modest fee from the schools if the.actors offer 

~ 
a dozen or more performances a week, often in two schools per 

day. P~oduction clements are limited to a few rostra and cos-

turnes. This light-'wei~ht qoncept has been generally accepted 

by Çanadian tour1ng companies: indeed, Citadel travelled SQ 

lightly they found that they could fly, and thus reach other-

Wise inaccessible corners of their province and the neighbour-

ing territories. 
J 

t" ;' \. 
Way's attempt to channel the grow1ng resources of hi~ 

Centre into a multitude of companies (rather than into elabo-

-, 

rate productions) was not lpst on his Canad1an admirers. 

l 
Ontario Arts Coûncil, 

1974, p: 14. 

1 

"ni. Artslist for' Schoole, \. , 

2Cjtadel on Wheels/Wings, 1974-75 jrogram, Pamphlet . 

3Information in a 1etter to the author from Deidre 
Ki rby-Hughes , Director, Land of the Young, June 2, 1975 . 

.... 
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Playhouse Holiday, having established t~e minlmum functlonj~ 

e~onom'iC "unit, enlarged its number of touring companies on 

several occasions. Land of the Young sends out three unitsi 

and Susan Rube~ Young Peop1e's Theatre fie1ded up to twe1ve 

l 
companies in 1971-72. 

~ 

Participation theatre ~s seen by Brlan Way as "inti-

mate1y linked wlth developmental drama. The child, in ~hysi-

cally responding to the sltuatlons of the play, is actlng 

c~eative1y, and from here it is but a step to persuade the 

teacher to become lnv~lved wlth drama. Te~chers already u~ing 

drama can learn new technlques of ~timulation and control from 

watching the interaction of their cHarges wlth the a~tors ln 

the-production. The'Way method incfudes preparatory material 

.a 
----'for the teacher, dlScussion with the students immediately 

------. 
following the pray and, whenever possible, workshops with tea-

chers on'de~elopmental drama techniques. Thus participation 

theatre is bath an end in itself and a stimulus for greater 

stress upon drama at the classroom level. 

Teacher-training programs are gradually tak·ing over the 

function served by early participation theatre workshops given 

by actors, but the'underlying methodology i5 unchanged. Slade's 

1. . 0 MacKlnnon, ~ Clt., p. 7 9. 

• 

.. 
---------- --
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Child Dramg and Way' s Developmen t Tll'rough Drama remaln basic 

texts and profoundly influence teachers' guid~s and manuals 

throughout the country. 

Aside fro~ Way's contribution to the theoryiand prac-

tice of theatre for children in Canada, he seems also to be 

responsible for a trend -towardl the creation of "theatre 

centr.es' . 

As most Canadian companies .operate p~imarily in a tour-

ing mode, 'home' is often li ttle more than a booking office 

with rented space nearby, and the ide a of havlng their own 

centre figure~ heavily ln their plans. Wayne Fines has made 

the establishment of such a centre'a maJor obJectiv'Ee~iiDn~uu~-------------

---------, l -" - ---------------- ~-
Youtheatre in ~~-trained playwright James Brewer, 

1 • _______ 

who writes regul'arly for Land of ·the Young in Ottawa, publicly 

dreams of "starting a theatre centre similar to Brian Way's in 
., 

\ 

London, a place where children could go on a Saturday morning 

and do any k~nd of creative work they ~ancied within that 

framework there wou~d be continuaI theatre, done by both ama-

2 
teur and professional people." 

l . 
Intervlew with Wayne Fines,.pirector, Xoutheatre, 

Montreal, March 5, 1975. 

2Audrey M. Ashley, "Meet the 'Ifleatre, Il Ottawa Citizen, 
2 November 1974, p. 65, cols. 1-5. 

.. 
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Susan Rubes, in descr~bing YPT's future plans, speaks 

.. 
of the pressing concern "for a theatre centre specifically de-

signed for those under twenty": 

Young people deserve to have a theatre centre whiJh 
is theirs alone . . . where they can watch plays, 
take part in performances, and study theatre aIl 
under one roof. . this need not be ? glamorous 
expens~ve building. It could easily be incorpora
ted into an existing building such as î warehouse. 
Flexible space is the prime re4uisite. 

~ Stud~o Lab, while perhaps the furthest from the Way 

method in ~ts touring operations, has already made considerable 

1 . 
progress toward the theatre concept. SharJ.ng, a converted 

~ 

chur ch with the Bathurst Street Community Centre, the Community 

---"1rt-_______ ---=R~e~s~ources Group of Studio Lab Thea tie ofters: 

o 

--------- -........... ~ --- --- , 
. . ,a variety of educà·tï(ma~ programmes ~n 

creative arts throughout its group of specia
lfsts in drama, dance; art and music. In addi
tion to its own school, offering courses for 
persons of'all ages, both amateur and professional, 
the CRG has deve10ped programmes fo~ universities, 
churches, senior citizens groups, recreation de
partments and other community groups.2 

The ~ritish enthusiasm for participation through' 

Theatr~-in-Education programs was also reflected in the e~-

• 
periments of one Canadian company. Gloria 'Shapiro-La\ham of 

1xounq People' s Theatre,. promotiona1 Pamphlet 1972, 
p. 13. 

2Studio Lab Theatre, Cômmunity Resources Group of 
Studio Lab Theatre, Promotiona1 Sheet, n.d. 

---------------------'~----________ ~ __ E_ ________________________________ ~ ____________ __ 
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Playhouse Holiday reports that, although Wayls plays sorne years 
c , 

ago lost their audiences, "there isn't a basic dissatisfaction 

with the underlying philosophy of participat10n." She con-

tinues: 

In fact if,you are aware of our TneatreI 1n-Edu
cat~on program, you ~ould realize we are using 
the form to very effective ends. In Theatre-in
Education programs a group of actor-teachers 
develops material,based on a particular area in 
the curriculum. The program developed is expan
ded with one class of approximately 35 students. 
These studel)t~\ play an integral part in the pro
gr~m. They make moral decisions and articulate 
their thoughts and feelings .•.. We are begin
ning our fourth sSason of developi''1g these pro-
grams for you!1g ped'ple ... l 0 , 

• 
Jane Heyman, who worked w~th Playhouse Holiday du~ing 

the first TIE season and who had also worked with the Belgrade 

Coventry team which has served as model for subsequent develop-

ments 1n this approach, describes the Coventry :team" as "the 

. 2 
best company l have ever seen." It is not too early to sug- .. 

ge~t that the cycle of British influence is on i~s secon~ turn. 
r :. ( \ 

* * * 

, , 

Ilnformation in a letter to the author f~om Gldria 
-)Shapiro-,Latham, Artistic Director, Playhouse' Holiday, Van
couver, B.c.~May S, 1975. 

\ 

2rnterview wi th Ja-ne Heym~n, Instructor" Theatre 
Depar~ent, University of British Columbia, vancou~er, B.C., 
Julr 25, 1975. 

\ 
\ 

\ 
, 
\ 
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the moet casual observer of Canadian partlcipa-

tion theatre can -hardly iç"lil t,o notice that the fervor and 

enthusltsm surrounding it in the early seventiesleventually 
/ 

produced a counter reaction. 4 Indeed, the last few years have 

been character1zed ~ore by critlclsms of participatioQ theatre 

than by encomiums. While sorne of the judgments have been di-

\ 
rected at the excesses of its less-experienced exponents,\\he/ 

work of Way him~elf, to say ~othi~g about his most skilled \ 

\\ 
followers, has been questioned. 

\ \ 

\ 
The mos t ',irequent Canad1an cr i t1cisms ,O,f the Way method \ 

hinge upon the validity of the part1c1pation techniques and on 

the stereotyped resp?nses they provoke in the young aud1ence. 

Dr. Gisèle Barret, ed~cational drama specialist and Associate 

Professor in the University of Montreal's Faculty of Education, 

âescribes the shouting, hand clapping, booing and hissing, and 

other prescr ibed responses as "demagogy." 

,The children are not 1 doing ~ things, 'they are just 
responding in a Pavlovian way. The Qctors even 
tell the children the way to do it; for instance,l, 
"clap your hand~ on your thighs." The children 
are just imitatlng what the adult has decided they 
must imitate. 1 

1 
Although participation technique 1S a~leged to enh~nce 

~reativity, GlorIa Shapi~o-Latham of Playhouse Holiday finds 

'-
--

lrnt;rview wi th Dr. Gisèle Barr:et, Montreal. Que., 
April 23, 1975. 

1 

1 

.. . ,~ 
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, . 

the' ma)ority of partic~pation plays too manipu1ative to achieve 

,this goal: 

Children are~-a~~ tOÎP"Sfticipate in a contro11ed 
fashion which 0 en~o~s)more to i~hibit their 
creative:expressio thèln[ to assist ~t. ... There 
arè so many ways to be i/~vo1ved, ,and yet fifty 
chi1dren required tà be~ome a forest with little 
or no freedom whatsoevé~, is to me a very limit-

1 /' / 
ing.way. r 

Jane Heyman, who acted in one of Wayls touring companies .. 
in 1969 and 1970, found the exper~encc frustrating and the par-

ticipation technique fraudu1ent: 

:J 
.. because you had a script you had to get 

back to, and if the chi1dren came up with re-
,., spon73es that were valid from the~r point of view, 
but which made it difficult for you ~o get to the 
point that you needed to be Gn the next page to 
finish the play, you had to reJect what the child 
said. 2 

An ex~lusive emphasis on the participation approach is 

questioned by Helen Dunlop, Educational Officer ~n the Ontario 

Min l.s,try of Educa 1710n, and r.e'spons ible for the minis try t s drama 

pr:ogram: , 
l ~~ink that there i6 a great danger in assuming 
that if there isnlt any voçal participation and 
responsé, there isnlt any response. This is 
ridi~ulous. The response can be interna1 and 
just as valid and exciting. 3 

lLetter from Gloria Shapiro-Latham, ~ cit. f 

--r-
2 , 
Interv~ew tth 

with 

Jane Heyman, ~.f.lli 
" 

3 . 
Interv1E!w Helen Dunlop, Toronto, March 19, 1975. 
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Marlg01d Charlesworth, a pro~essional director who has 

frequently worked with particlpation theatre, has become highly 

critical of Way's scripts: 

It seemed to me that the plays themselves were of 
li little value, and that it was simply a means of 

1, stringing together a lot of devices which Briah 
Way had evolved in his work with young ,people. 
. . . Somehow yau had to make the actors feel 
something moré than was evident on the pie~e of
paper thàt had a story on it. 1 heàrd more than 
one actor say to me, "1 fel t l was cheating the 
children. III 

Charlcsworth is also critlcal of the ,Way formula for 

production touring. Shc voices a general concern that the. 

heavy schedules demanded of touring tea~s are too exhausting 

to assure first-cl~ss wark, and she would prefer that the actora 

"not have ta rysh from school ta schoal and gallop from pe~for-

mance to Rerformance meanwhile getting themselves aIl hyped up 
, 

for the ne~t round 0; going into the clas~room to talk to the 

h 'Id 2\ c 1 ren. " 

Richard Courtney has observed that many theatre trainèd 1 

actors lack the sincerity and skills to function in the inti-

mate surrpundings of participation theatre. "Participation 

~ theatre, Il he stresses, "hinges on human honesty." Becau~~ the 

/ 
:Interview with Marigold Charleswort~rtistic Direc

tOr of Hexagon, National Arts Centre, Ottawa, Ont., June 2, 
1975. • 

• 
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,lighting; scenery and theatrical effects of traditional thea-

tré are 1 not used ln partici'pa tian productions, "i t l.S essen-

tial for a high level of speech and movement skills to be 

l 
involv'ûd - the very techniques of being an actor." AlI too 

often the young actors touring ln participation productions 

today have neither the highly developed skills nor the emo-

tional m~turl.ty to perform effectively under the demanding 

circumstances of P?rticipation theatre. 

Sensitlve to the mounting criticisms of the Way method, 

his early colleague and co-founder of the London Theatre Cen-

tre, Margaret Faulkes, observes that the very considerable 

problems related t.o participation and control "req~ire under-

standing and expertise without which sorne companies and audi-

ences may have unhappy· experiences which cause them to qu~stion 

the validi ty of t.his apptoach to theatre for young audiences. ,,2 ,"\. ~. 

Although Way exercises little direct l.nfluence today 

on C~nadian educational drama and par~icipation theatre, his 

indirect influence through his book, his past visits, and his 

IInterview with Professof Richard Courtney, Toronto, 
May 6, ,1975. 

2Faul~s. "Audience Participation in Theatre for 
Children," ~ c-it., p. 38. 
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courses for Canadian drama specialists have shaped this forro 
! 

1 

of'theatre, g~ided it to a floùrishing professional status, 

and influenced the theatre tastes of millions of tomorrow's 

• 
Canadian theat,re goers. 

,1 

.. 

;, 
'. 

1 
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Since its inception in 1964, Stu~io L~b Theatre Foun

dation of Toronto has ploneered the prod~ctio~ of participation 
\ 
1 

plays for YO~g Canadian audiences.
l 

Founded ,y its current 

d'rtistic d~:1ctor, Ernest J. Schwartz, an A~er~can with an , 

M. F.A. in theatre from Yale •. Studi,o Lab " s prOdu~tions 'until 

recently have b~ exclusively participational. 

Schwartz has written aIl \but one of the company',s four-

teen produc~lons, and his eclectic interests can.be \een in aIl 

. 
of the company's multifarious activities: workshops, in-service 

'(. 

teacher training, prov ince-wide tours, summer parks 'programs. 

. . 
community-related activities, dram9, classes, and week-end .in~ 

theatre performances for both children and adu1ts. 

. 
As i ts' name implies. Studio Lab i5 essentially E?xper i-

.. 
mental and could be described as an art theatre for children. 

Schwartz has conducted extensIve re~earch into the function of 

participation, the effectiveness of visual design Based on 

child art processes, and the involvement of the ·community in 
, '. 

h h H ' '~ l .f 'd t e t eatre process. ~s plaYl::! 'E;xp ore <!Il Wl. € range of varia--' 
~ , . , " 

tions on the theme of individualism,' f~O~ im~ertineAçé and ir-

reverence to sel'f-search;ing a~d independence .. 

/ 
, 

lAlthough Holiday Theatre produced Brian Way's The 
Storytellers and The Stranqer in 1959, it did not becoroe regu
~arly involved with thè participation forrn until 1966-67. 

. , ~ 

.-

\ 
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Schwartz be'came interested in part,icipation theatre 

whlle taking a workshop with a Way-t~Qined teacher: he imme-

diately connected the British approach with North American 

attempts to involve the public in the artistic process, as with 

happenings,' action painting, and sculpture-in-the-pal'k. "The 

public's, energy isn't being consumed in their jobs as it used 
Of 

to be," Schwartz cQncluded. He felt "they were now beginnin.g 

.... . l 
ta demand to be let in on the art1st's world." 

The history of Schwartz's company is really thè chro-

" 
nicle of ~ search 'fo~ a viabl~ theatre form for children, and .-

his' evolution to date falls into dis'tinct phases .• In the .. 
first, which covers' eight seasons from 1964-1972, he experi-. 

mented with a range of imaginative participation techniques; in 

a series of lighb-hearted fairy-tale adaptations. Dissatisfied 

'with the limited opportunities for character development in 

fairy-tales, Schwartz, in a second phase, turned to more , 
serious themes, to traditional dramatic values, and to .an ex-

ploration of the design component in. produdtionJ In these more 

recent plays (1972-1975), participation i9 no longer ~he objec-

tivf' but merely a useful technique~in the pursuit of thea

trical impact. During this second phase, in 1974, Schwartz 
• 

il-

1 Jim McPherson, "See, Dr.' McLuhan,' Ernifi! has This 
,Idea, "- Te'legram, 3 October 1'968.' 

; " 
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made a brief auxiliary expeti~ent in which he involved a 

northern community as participants and observers in the crea-.. 
tion of one of his major Productions. In his last presenta-

tion, however, participation has b,een temporar ily abandonrd 

< 

infavour of traditional d~amatic objectiv~ and intense con-

cern with visual dê~ign. 

Fairy-tale adapt~tions in Schwartz's first e~ght sea-
-,/ 

'sons included Pinocchio, Jack and the Beanstalk, Cinderella, 
\ 

\ -\ Hansel and Gretel, Pigtales (based on the 'lJlree Little Pigs), 

.. 

Sam and the Tigers \Sequ:l to ~ittle Black Sambo), and 

the~ost typical and\succéSSfUl of aIl, a rock musical 

perhaps 

version 

of Aladdin. The fai y-tale mode! was chosen "because there's 

great substance to t ëm, there's a good.deal of conflict, a 

very strong storyli e, and strong character13. ,,1 ,But Schwartz 

is no respecter ofl tradition. In Aladdin, for instance, the 

tale i9. told in thl language of the street; the action is fre-. , 
? 

quently interrupted with catchy tunes sung to rock musièi and 

the hour is filled\with slapstick that would not be'out of 

place in a Marx brothers'film. "In addition to Aladdin, the 

hero, there's a èape-swinging villain, a wicked magician named 

)AI 

1 Interview with Janet Stark, Tour Director, ':toron.to, 
March 20, 1975. 

" 
<'> 
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Bàsoora, and a "hip, finge.r-snapping Genie who bursts out of his 

l~mp to â strong rock beat singing 'scooby scooby doo,."l 
, 

In the s~ory, Aladdin, ,a peor street urchin, learns he 

would win the Princess' hand if he 'could bestew great waalth 

"--ypon her. Basoora, the magician, engages Aladdin' s ~lp in ;' 
II> 

~~/ ~ 

obtaining ,a magic lamp, which Aladdin keep's for himself. ~e 

ruagician tricks Aladdin~s mother into exchanging the old lamp 

for a new one, and with the Genie's help, carries the Prïncess 

off to Africa. Aladdin pursuès them, tricks Basoora into drink-
( 

in9 his own evil potion, artd escapes with the Pr~cess. With 

/ 
his new wealth, he is able to win not only th~/SUI tan' s favour, 

but his daughter as weIl. 

The script is littlc more than a scenario for SchW"artzls 

imaginative use of participation, and his stunning1and surpri-. , \ 

sing visual effects. The whole audience is directly involved 

from the first scené, as a rath~r puckish Aladdin introduces 

himself to his new young friend~~ and sings them the first of 

six rather slangy andlengag~g songs. Early in the play, as 

the princess passes in pr6cession, everyone, including the 

audience. is è)ommande/o "a~ett thy/ ~ye... Suddenly the' con

flict moves fro~ j'stage t/ the whole hall. ~the youngsters 

/ 
1 / 
Erne~ J. Schwartz, Aladdin (Studio Lab œheatre script, 

unpublished, /p. 12. 
/' 

/ 

.< 
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try not to peck, and are sp"tted by the Grand Vizier and the 

Police Chief. Since the pr~eSSion wil~ not pro~eed 

coyer their eyes, the Whole,a~nce is now involved 

unt~l aIl 

in the 
f 

proceedings. From here onwards, the children are expected to 

participate voluntarily, sending out warnings and advice. FOr ,.,: 
instanc'e, when Aladdin is 'trapped' in the cave, the' children 

are expected to cry out "Rub the lampl"i and most of the time 

they do: , 
ALAODIN: The gates are locked. Help. Someone 
h~lp! Get me out. How ~m lever going to get 
out of here? (USE LAMP IF KIOS TELL Y~U, IF 
NOT PIeK UP LAMP AND SAY) '1 wonder why Basoora 
was so interested in this lamp~ (TO AUDIENCE) l 
You mean rub it like this? (GENIE.APPEARS R.C.) ... 

Schwartz believes that participation helps the child 

to discover, his emotions and, through expression, to become . 

more creative. As Alpddin draws to a close, the children are 

given an opportunity to participate cathartically in the cli-

max of the play in a most ingeni~s manner. They have learned 

that the villain6us Basoora cannot stand the sound of laughter, 

and they are invited to laugh the villain into submissiont 
\ 

freeing Aladdin and Pr~ncess to return to the~r palace. As 

the evil magician squirms under their scream~ng laughter, the 

children enjoy their vengeance, release their emotions, and 

lAt8ddin, ~ cit., p. 12. 
( 

1 

j 
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permit the play to move on lo its happy conclusion. 

In play after play, Schwartz invented new participation 

devices and crowded more and more opportunities for involvement 

and emotional release. For example, in çi~der~lla: 

Thù audience participates 1,ike mad. Chi1dren are 
invi ted to be horses to draw Cinderella' s coach" 
when the old ~alry god-mother goofs on a magic 
spall. They help turn rats and lizards into 
coachmen and wi11ingly help Crndere1la clean Up 
her house. 1 

/ 

"The Studio Children's Theatre," writes(\Helen Wallace, 

-4 

cri tic of the Free Press, "encourages its young audience to 
i 

scream, shout, run upon, the stage, direct the action and even 

warn the p~ayers if they're in danger. The result is a wild 

noisy echo of acreams and laughter from kids whose honest, 

spontaneous rea~tions leave no douot that they'rq totally in-

2 
volved in what's happening on stage." 

Not aIl of Schwartz's critics agreed about his exhu-

berant use of participation. Bob White, the dramaturge of 

the P1aywright's Co-op ànd an admirer of Schwartz's work, has 

\ , 

reservations about such'e~aggerations of the Brian Way formula. 

lYvonne Crittenden, "New Zing for Cinders and Co.," 
Toronto star, n.d., from Company files. " 

~ 2Helen Wallace, "Children' s Theatre Involves City 
Audiences," Free Press, n.d., from Company files. 

1 
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"Lesser people a're content wi th gettiog k ids axei ted," he 

stated. "1 don't know whether that's educational or not. 1 

1 

think ieople are kidding 
. ... ' 

lease ail that energ~ i5 

" themselves if they ~h~k 

. l 
necessarily creative," 

that te re-; 
Il 

1 ~ 

1 Schwartz, too, wondered if participation was a satis-

. factory end in itsel'f, and if-it was the rnost effe'ctive road 

to èmotional involvemcnt and release. In'Sambo (later known 

a~lsarn and the Tigers),2 he made his first tentative departure 

from the fairy-tale mold and wrote a~modern sequeI to Little 

" 1 
( Black Sambo. In tnis pray there was character developrnent, a 

serious theme, and sorne very skillful drarnatic writing, 

Schwar~ writes: 
~ 

We explo'e the p;~blem of a young boy expelled 
by th. vi/lJ,age wi tch doc~or for long hair and 
groo~ çlothes. In the Jungle he meets three 

_ titjers, whose ring leader has d.ecided that. 
Tigers have 'been put down long enough and it's 
time ~o take over the jungle again, even if it 
rneans Violence. 3 

lInterview wlth·Bob White, DdHnaturge, Playwright's 
Co-op, Toronto, March 18, 1975. 

2 . 
Schwartz. often revises his p1ay~ and occasiona11y 

changes the titles. 

3schwart~, in a letter to Ontario Arts Counci1~ 
dàted 1971 oilly·. 

i, 

Î 

\ 
.,. 

If 

/ 
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" 

,Rejected by his own people, Sambo helps the outsiders, 

the Tigers, form a musica~ group and triumph through art, not 

war. He has thus earned his right to be accepted and honoured 

by his qwn people. 

Schwartzis theme of rejection and r~demption was weIl 

suited to his young audience. Sambols problern arose from his 

/ 
long hair and groovy clothes, and he spoke, sang and acted 

with the independence of a contemporary twelve-year-old. 

" 
Schwartzls dramatic technique matures in this work. In 

less than a dozen words of dialogue, he introduces a group of 

establishment characters, sets the mood, and prepares for the: 

action to follow: 
" , 

ELDERS ENTER INTERMITTENTLY FROM OPPOS,ITE AREl\S 
AND ASSEMBLE ONSTAGE. 
UDJY: No tra~~ yet. 
ODJY: No? 
UDJY: No. 
IDJY: No train yet. 
ELDERS SIT DOWN TO WAIT FOR THE TRAIN AND FALL 
ASLEEP IN THE PROCESS. I 

Having disposed of the eIders with Btechtian ease, 

Schwartz introduces Sambo, thé hero, who engages the audience 

immediately in easy complic1ty. What had taken nine pa~es to 

accomplish in Aladdin, is handled in a fcw lines: 

.. 

lSchwartz, S,robo (Studio Lab Theatre script" un
~ublished), p. i. 
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S~O ENTERS, ALSO T.OOKING FOR THE TRA.IN. 
HE SPOTS THE CHl;LDREN ~ 
SAMBO: Oh hi, you guys. The train hasn't come 

rin yet, has it? (CHILDREN RESPOND) Boy.~ My 
name's Sambo. l live here in this village in 
the jüngle. It's called Wong Wingle. l came 
to see if the train's come in. l tell you, 
therets no~hing to do in this town, nothing 
at aU. (SNORES FROM THE ELDE.RS) Oh, l see 
the village elders have arrived. This one i9 
Udjy. This one is Odjy. And this. ,one is Idjy. 
They come down here every Thursday morning·to 
see if the train's brought anythinq for them. 
It.'never does but they are always hére. Hey, 
do you want to play a trick on them? (CHILDReN" 
RESPOND) WeIl, you make that sound and they'll • 
think the train's coming into town. Okay? 80 

,everyone on this side make the sound "Chug-chug
boom-boom." And everyone on this side make the 
sound "Clap-c1ap-shhh-shhh." (SOUND BEGI~S) 
Okay, everyone make the sound of'a whistle 
(CHILDREN MARE W~ISTLE SOUND) . 
ELDERS: (JUMPING UP IN EXCITEMENT, GREAT FLURRY 
AND NOISE) Mail train! Mail trainl Everyone 
Hurry, etc. 
SAMBO: (TO CHILDREN) Hey, you guys, 1 guess it 
worked pretty good. 1 wonder what they are going 

~" to do when they f ind ou t i t d idn 't come in to town '1 
ELDERS: (OFFSTAGE) 000001 Sambo! Quick! Come 
quickl Boxes for you! 
SAMBa: Hey, what do you know. The mail train did 
come into townl 1 
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As 'the action develops, Sambo maintains ad easy con-

tact with his young accomplices.in the audience, sharing sec-

rets and feelings, admitting mistakes, and asking for advice . \ 

and suggestions. The children are now part of the action of 
," , " 

.' 



.. 

« (\ 

o 

the play, and engage in chants and magic ppell~'to help the 
, '" . 

action along. Their self-consciôusness is gone, anQ whên the' 

"-
witch d~c~0r invites a small grbup of them to join him on 

stage for Sambo' s sacred. ~n1 tia tion 'dance, ,a thi.rd ot' the way . , 

through the pray, h~ has no trouble enlistin~ volunteers. 
, . 

, .. . . . 
With the whol~ audience chanting qnd,clapping,'and the child-' 

" • J 

ren on stag~ performing rituai move~ents, the excitement nears 

a peak: 

..,. 

(' 

~ . 
GROOVY MUSIC' STARTS' ANp SAMBO.DRAWS CH~LDR~N AWAY 
FROM WlrCH,DOCTOR~ DANCE CHANGES TO MODERN ROGK 
DANCE. 
DOCTOR: Stopl Stopl Don't any~ody move!. This ls 
not the :s~cred dance Q'f our village. What i~ this? 
.Everyone, taki your ~eats. (CHILDREN RETURN '0 
TH~IR SEATS) • . 

Sambo is expelled from, the village. ~e participation 

has peaked. Although it will be used effectively laber in the 

- actioni the development of charactet,'theme and conflict ~ow 

takes' precedence and is hand~e~ wi th tra(H tional dramatic . 

methods. 

Sambo ,arks both the end of th~airy-tale phase of 

Schwartz's work and the beginning of the~ore serioue second' 

phase. Schwartz explains his feeling about the change in 

emphasd.s: 

lSambo, p. 7 . 
./ 

( 
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.. 

To me, when you end with developmental drama, 
it aIl séems too easy. My own predilection 
was more towards theatrical experience, where
as, l think, Brian Way was more'inclined to 
end with the' developmental drama ex~rience. 
Now 1 am striving to find the way to ~nclude 
participation and at the same time to have a 
more refined artifact. l 

The second phase is marked by increased emphasis on 

character development and traditional dramatic values, and 

94 

by greater concern for visual des1gn, accompanied by a gra-, 

dual reduction of partjcipation. In Magic Mountain (1972), 
J 

• 

there arc several participation sequences. In his mini-version 

of Midsummer Nigh~'s Dream (1973), some vocal part1cipation was 
( 

used in the e~rly sequences, and volunteers were invited to 

join in the closing dumb-show. When Huckleberry Finn was first 

produced in 1974, sorne minor participation was used but was not 

integral to the actibn and was dropped during the tour. 

Gulliver's Travels, his most recent play, was conceived with-· 
• i 

out participation, but, Schwartz plans ta experiment with pre-

rehearsed children from each sch061 in the next season1s 

verBio~ of the script. 

Fi~ancial considerations also played a part in 

Sch~artz's decision to reduce participation. If a play is to 

be fully participational and aIl ch..i'ldren are to have an 

.\ 
lInterview • 

with Schwartz, July 25, 1975. 
, 

~ 
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, . 
opportunity to take part, then in Schwartz's vicw, the a~dlence 

. . 
• s,hould be 'limited to 100 at most. .' . Unfortunately, the economlCS 

of touring with Equity actors does ribt permit s~ch srnall aud-
" 

iences. If a company reduces or e]i~inates particip~tion and 

strlves lnstead for theatrical impact, then the limitatio~on 

audience size iS,reduced. The c6mpany then can p~ay to aud-

iences from 400 to 1,000, can afford r~hearsal of four weeks 

rather than two,' and can "'tour more remote areas with a full 

complement of l~ght scenery. 

In the first of hi~ 'serious,' second-phase productions, 

.. 
Magic MO,un taj.n, Schwartz turned te a Gana.dian Oj ibway legend 

from Manitoulin Island. In the original story, when an Indian 

boy cornes of age he goes to Oreamer's Roc~ and has a V~Slon of . , 

his future. But since Schwartz's group was working with Dance 

Instructor Vera Dàvis on Kabuki Theatre styie at the timé, 

Schwartz transposed the tale to Japan. 

In the play, young Kyoto and his friends plan to frigh-

ten old Meloki the hermi t, 'but end up fri?htened themselvès as 

the old man surprises them with his magic~ and offers to 'show 

them their future. Only Kyoto is pold enough to accep~the 

,challenge, and i8 carried on the back of an eagle to' the Magic 

Mountain where he has a series of progressively more sophis
• 

ticated visions of himself as huntet, warrior, rne~ch~nt, 

• 
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. 
salesman and union organiZC1". Re]Cctlng ~hese rol~s, he socks 

to become a leader and, in a general vote by th.e audl.ence, 15 

. 
~lected Grand Vizier. UAs merchant, he learns to make pots 

" 

(in mime), as s~lesman to sell them, and as unl.on organizer he 

prevents exploitatlon by the master potter. There is audience 

•• 
part!~lpation (a Schwartz must) and youngsters get to be part 

of the whole pottery sequence. Presumably lt is because he led 

them through an effective strike that they aIl voted for him as 

. l 
Vizler." 

~he pottery-maktng seqvence involved a structured two-

stage participation process. 
o 

In the first stage, the factory 

owner's daughter shows' Kyoto how to shape a pot, and bake it, 

and palnt it. As she demonstrates each proccss ln mlme, Kyoto 

makes mistakes and has to be shown over and over again. By the 

time he has learned the different steps, 50 has every Chlld in 

the audience. In the second stage, six or eight volunteers 

are hired by Kyoto as factory workers to use thelr new skills 

on the assembly line, and for the rest of the ~equence, become 

a part of the play. 

The theme--what one will be when one grows up--is the 

most serious and universal yet treated by Schwartz, and st~nds 

'\ 
lHerbert Whittaker, "Magic Mountain Scales Peaks," 

Toronto ~lobe and Mail, n.d., Company files. 

(' 
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ln striking 'contrast to thr tollicklng ~~enanigans of A addin. 

As Kyoto màtures through ht~ learning experiences 

the çhosen leader of his people, Schwartz, too, bre~ks away 

from the fantasies and flreworks of his earl~er work, and 

finds W1. th1.n his own re,s tless, search fQr purpose, a. qeeply 

p~rsonal basis for his'art. 

Mag1.c Mountain impressed. the cri tics by a quality which 

would characterize aIl subgequent producti9ns, an integration 

of theatr1.cal style and visual ,design . Il This ,loS' an uncommonly 
• > 

engaging production in whjch a simplicity of approach provides 

. . 1 
beaut1.ful clarity and precision~" writes Urjo Kareda in the 

Toronto Star. Whit,taker describes it,as lia beautiful plece' of 

theatre, glorified by the contri~ution of Mary Kerr, the talen-

t'ed designer, Il' in which 

~ . \ 

. . . a scarlet octa%onal platform ~s set up in 
the midst of young ~aces, backed by an.imposing 
persona,ge who is t7"orChést~a and later doubles 
as Emperor. 

From beneath 'the Efuperor-orchestra's throne emerge 
the players tO,assume the various characters in ~he 

,story of Kyoto's ~ream. Each is conceived ~n the 
Japanese faShion/~ ~arate-style garments in red and 
whi te, augmeP1ted 1 by occasional headdresses .. 2 

~ 1 -
---- ( :\ " 

lUrjo Kareda, IIQUa~i't\ lJf Children' s ShO:S on Way Up, Il 

Toronto Star, n.d., Company file&_ 
\ 

2Whittaker, ~ cit. 
\ 
\ 
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\ 
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Schwar~z's productions had always been noted for their .. 
1 

visual verve. 'As early as 1968, Whittaker noticed that "Erne,st 

Schwartz's concoctions for young play-goers are very stylish, 

rather superior and unusually chic."l Schwartz is deeply in-

terested ~n tqe visual arts, and frequently draws illustrations 

, l 
from them to expla';"n his work. "1 haVe always tried to base rny 

fundamental design approach on the way child):'en creat,e visually, " 
.. 

he states. For example: 

In Huckleberry Finn, the kids Iike to dress up in 
old clothes. and that's the way the show is made. 
AlI the funny cdstumes came out of old clothes. 
In Gul1iver, the design follows the process of 
children' s ar.::t. The actors wear grey' jumpsui ts 
and al~ of costuming is done by taking black 
sashes and tying them on in differe,nt ways, the 
way kids would do it. And aIl of the set is done 
just with ladders and inner tubes and toilet bowl 
plungers - thinqs kids play with. The plunger 
becomes a gun, a sword, a ~cepter for the king. 2 

I~their p~ay, children easiIy p~etend that an old box 
\_., 

is a stagecoach, or sorne overturne? chair, a house; and Schwartz 
., 

seeks simple means to e~courage this faci1ity in his produc-

tions. "This stirs the young imaginations," writes Herbert 

Whitta'Ker: 

• 

lWhittaker, "Inventivéness with Swift',s Gulliver, Il 
Toronto Globe and Mai!, 30 ~ecember 1974. 0 

2In't'erview with ~chwartz, July 25, 1975 • 

, 
, 
1 
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His LSchwartz'sï greatest hurdles. the alterna
tïon of Gulliver's comparative heights. he over
cornes most cleverly. In Lilliput, Gulliver lies 
on a plank betw~en two ladders, and the'others 
shout to him from below . . . In Brobdingnag, 
the ladders serve as underpinnings for thê biî 
royal ladies and Gulliver squeaks up ta them. 
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Like Slade, Schwartz bèlieves that child drama is com-

parable ta child art. Like Way, he believes that theatre for 

phildren should be based on the way children creàte. Unlike 

•• Slade and Way, however, he sees child art and drama as part af 

a continuum that includes the whole community, and for a number 

of years has be'en experimenti~~ with participation at differing 

age levels in H!.s Theatre centre. "1 thought of it aIl; Il 

, 
explains Schwartz, 

, 

... as part of a broad spectrum with the PFo
fessipnal actor at one end and the children 
playing naturally at the other. And in betwcen, 
were aIl the var,iations people use in raIe play
ing in their everyday lives. And so l experi
mented in warkshaps ta apply professional 
training ta adults. We tried games, we tried 
open houses where we invited adults ta cbme in 
and'played games with them. We tried partici
pation theatre with them. 2 

In th~ late sixties and early seventies, Schwartz' 

gradually intraduced a wide variety of para-theatrical pro-, 

grams into the co~unity. A <lassroom Rarticipation program 

lWhittaker, 
• l, 

"Invent~veneès with Swift's Gulliver," ib,id • 

2Interview w)j.th Sc~wart" July 25,. 1975. / 
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brings six actors for twelvc-day drama workshops. There is a 

children's program offering ac~ivities in music. dance and 

art, as weIl as drama. A simiJ,.p-'r progr"'m. is a.vailable for . ',. ..., 

teenagers ca11ed 5tudent Activity Group in Total Theatre Arts. 
" ~ 

Another trains nurses and other professionals in drama and 

theatre techniques. Schwartz offers demonstrations of leisure 

activities for the aged and conducts ocça~ional credit courses 

at the universi~y and college levels. 
1 

By 1971, the combined budget for the various .pr0<i.rams 

c 
and theatre tours reached $130,000 and involved thirteen per-

1 manent and seventeen temporary employees. While other cQm-

panies dreamed of estab1ishing a theatre centre, Schwartz haà 

made it~a reality, and although it stretched his fïnancial 

and creative resources serious~y~ it answered a deep-felt need 

to relate to the cOJTQl\unity in which he live~ and .worked. "It 

,was always an aim of ours to carry theatre close to the core 

of act:.ivity, whe~e lf>eople .lived .,,,2 , 

His various'community involvement programs perrnitted 

Schwartz to research the relation~hip of adult theatre to 

children's theatre, and to bring new concepts ta his produc-
----~- - --.: 

tians. As he de~emphasized participation during his 

\' 

lStudio La~ Theatre prod~ction files. 

2Interview with sc~artz. July 25, 1975. , 
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per~ormances, Schwartz sought to increôse the par~icipation of 

the cornrnunity in the creation of his producti~n from start to . - . 
\ 

finish. From this notion was ~orn the cQncépt of an In-

,Residence program. In the summ~r 'or 197?, with funding from 

the Canada Council, the Ontario Arts Council, the Ontario 

Ministry of êornmunity and Social Services, and an LIP grant,. 

Schwartz invited communities to take part in the creation of 
ç 

the 1973-74 season's productions: 

.. 
Communities may take advantage of a theatre In-
Residençe. The company will open its rehearsals 
to the community, offer informaI talks and pro
grams, and develop workshops to meet the needs 
and interests of the community. 

He request~d the communities: 

. . . to provide a temporary home for the theatre 
ta rehearse and ta offer performances, and sorne '. 
contribution toward the cost of programming (the 
amount depended on the ability to pay). Outside 
of the Toronto area, accomodation will also be 
required. 1 

Two communities responded. Cochrane, which had wel-

comed Studio Lab' s tours for s·even seasons, found a deserted 

\ ... 
schoolhouse in nearby Porquis for Irehearsals, wôrkshops and 

communityactivities. a $1,500 grant, and housing for a staff 

of twelve over the four-week program. Bere the group prepared 

, 
their relatively elaborate produe~Q[ Hu~klebe~y"Finn, 

~--

lStudio Lab Theatre; ~reBs Release, No. 4, 
October 23, 1974, p. 1. 

Î 
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which then toured schools in the Cochrane district: 

.. , 

Students visited rehea.rsals" and spoke with our 
staff. Neighbourhood children often watched 
work in progress and even participated in sorne 
of our warrn-up sessions, at· their request. The 

.children later brought their parents to an eve-
ning dress rehearsal. l , 

The creation of a Schwartz play is an interesting pro-

cess to see. He brings his actors an outline, ~nvites them to 

improvise around it, and from that writes a script. His actors 

are more mature than most, averaging 27 years of age, and 

usually stay with him two seasons. They share his interests in 

cornmunity involvement, and are entrusted with carrying out his r---, 
commun~ty programs. Those who took the trouble to visit his 1n-

Residence Studio in Porquis had an opportunity to see a complex 

artistic process move effi~iently from conc.pt to performance. 
~ 

During their st~y, the çompany aIso visited a number 

of class.rooms to talk with students, give lessions in make-up, 

and demonstrate clown routines. Creativè drama classes were 

conducted, as weIL as a workshop for teachers. 

A similar program was instituted in Peterborough, where ,. 
the company and members of the community developed Radisson, a 

documentary play based on the life and times of the eighteenth 

IStudio Lab Theatre, The Cochrane ~n-Residence Program, 
pamphlet, p. 2. 

.. 
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century fur tr,ader and 41orer. The four-week program was 

sponsored co-operativ&ly by Trent Univers~ty and Sir Sandford 

,,' Fleming College. 

At the eAd of the pilot experiment, Schwartz wrote 

briefs in suppbrt of ~n on-qoing In-Residence prograrn, and 

was disappointed to find lack of interest and support from 

the runding bodies. Pleased with his resu~ts but frustràted 

~n his efforts to prolong the experiment, Schwartz returned to 

Toronto where he resurned his playwriting and production career. 

Whether the program will be revived or not wduld seern to de-

pend on fund-rai~ efforts and, as Schwartz admits, "Un

fortunately, th~s dO~ît0t allow me the time to develop enough 

as an a r tis t, and 50 r g~!3_' l have to pu t i t as ide "for a 

while and see what other way r\can make it happen."l 
\\ ! 

In the details of compan~ structure,' promotional 
\ 

material,' touring methods, teacher kits and follow-up tech-

niq~es, ~tudio Lab différs litt1e from other cbmpaniés using 

the Brian Way method. Schwartz's originality lies in the 

fundamental questiohs he asks of the participation process, 

and the daring with which he puts his answers into practice. 

lInterview with Schwartz, July 2S t 1975. 

1 
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\ 
More of an artist than an educator, Schwartz used 

, 
participation to enhance the emotiona1 involvement and eVen-

.. 
tuaI catharsis 'of his audience rather than to move them toward 

~evelop~enta1 or learningtgoa1s, as Way set out to do. When 

he used participation, it was weIl integrated into the struc-

ture of his plays, and served to establish identification and 

e~en complicity between the Qudience with the hero in the open-

ing scenes, to ~aintain and deepen conta~t as the play pro-

gressed, and finally to give physical expression to the emo-

tions which climax the action. 

The common th~me of his plays, the almost militant 

independence of his hero as he searches for fortune or a 

meaningful career, characterizes Schwartz's own restless pur-

suit o.f purpose. Although his stat.ed objectives vary from 

season. ~o season, there is a continuity of development in his 

writing that marks him as a playwright of originality and 

stature. 

Schwartz ls equally independent and a~one in his a1-

most rnystical belief in the continuity between child, adult 

~ 

and community. In refusing to grade his plays, in persisting 

in his ~~tempts to integrate his work into the community and 

the community into his work, Schwartz 8eems to he flying 

" o 
against the conventional wisdom of his funding institutions. 
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. 
Perhaps the recent Canada Council decision- to suppor t thea tre 

for children ~long I~~"same lines as ad\11 t _ thea tre indica tes 

that Scft*artz's problem is more OnQ of timing than of philo-

sophy. When Ontario officialdem decides te decentralize the 

arts and enrich thé cultural life of rural communities with . 
more than occasional tours, then Schwartz's dream of In-

Residence cornpanies may become a reality. 

~ -
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_ "The story of Young People' s Theatre ls a story of 
l . , - ,J. - -

growth, Il says a 1973 'br,~re describing the company. Foun-.. 
ded in 196b as a .non-lJi·fit~rganization flt~ 'put qua1ity thea-

( 2 
t,re into the lives of Ontario school childrÉm~" it is 'l'an 

3 
entirely professiona1 enterprise, fi which in its current (ninth) 

season, has seven touring and in-theatre companies offering 

fourteen productions, and employing ninety-five actors an~ 

staff. In 1,225 performances this year, it reached 420,O~O 

children.
4 

, Of aU the' theatre ventures in Canada, only the 

Stratford Festival has audience figures to rank with these. 

Susan Rubes, the founder, Il is probably the shrewdest, 

5 
. toughEist, most prodigious Rroduce: in Toronto,." according to 

Toronto Star critic Urjo Kared~, who states: 

1 
Young People'S Theatre, ~at'à YPT?, brochure '1973, 

p. 2. 

2 
Young~People's Theptre, brochure, n.d., p. 3. 

, ' 

3Ibid et p. 2. • - 1 

4rnterview with Ellen Craver~ Administrator, Young 
People's Theatre, Toronto, Ont., May-5, 1975 . . 

5Urjo Kar~da,' Toronto St~, 26 June 1972, p. 26 
(Company files) . 

I~. 

... 
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Part of Mrs. Rubes' success certainly lies in 
her financial incis1veness; she runs an~extraor
dinarily tight budget, winnows out money where
ever it is availahle and ha& a flair for private 
fund-raising. The oth€r fact of her style is 
her e~cept1onal eye for talint" her subtle under
standing of what will work., . 
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The late Nathan Cohen was immensely impressed with "the e:frfi-

ciency with whi~h it 1S run. . Young People's Theatre is 

an organization with a deep sense of obligation about expen-

ditures, whether public or private, and a determination to 

2 
stretch the us e of each dollâr aS far as pos s ible. 01 

Mrs. Rubes, who trained prof~ssionally as an actress in 

New York, caiis herself "executive producer" rather than the 
- ~ 

more usuai "artistic director, Il and her bias towards production 

rather than artistic dircct10n is expressed in the wide range 
\ 

'-. 
of theatre styles offer~d. Althèhgh she has produced as many_, 

participation plays as other compan{es dedicated to this form, 

her emphasis is on the training of audiences rather than on 

the development of the individual chiId, as was stressed in an 
J 

intervièw with the company's administrator, Ellen'Craver: 

1K'areda, Toronto S tal", p _ 26_ 

2Nathan Cohen, Toronto Star, 
(Compâny files)_ 

, 

f, 

13 January 1971, po. 70 

.... 
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One of the purposes of the plays ~oing into 
'school is to develop a theatre going audience 
. . . we rea11y want to develop their taste for 
( 
theatre ... that's why we are in the schoo1s. 
We want more theatre goers. That's really a 
wortJ:ly reason. l 
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'!"he company's fundamental purpose is "to bring profes-

~ ~ 2 
s~onal the\ltre to young people of aU ages throughout OntCirio." 

.. 
In descriptive literature, comparatively few references are 

made to didactic purpose, although a number of recent produc-

le 

~~s are clearly educationa1 in intent. Underlying aIl state-

ments is the assumption that theatre is a stlffic1ent end in 

itself. Although the company is non-profit, great stress 1S 

laid upon growt~ and financia1 success as a measure of ach1e~e-

ment. 

From the beginning, Mrs. Rubes bas engaged or commis-

sioned established professional directors and writers for her 

productions. Margaret Fau1kes was brought to Toronto to 

direct and co-direct the original Brian Way plays--The Mirror .1: 
Man and The Dog and the Stone. Other directors in early sea-

sons inc1uded Dan Macdonald from Holiday, Theatre, Robert 

Sherrin, and Leon ~lajor. 1 Playwrights included Margaret Faulkes, 

Marigold Charlesworth, Len Peterson, Ron Singer, Eric Nicol 

and Carol Bol t. 

lcraver, May 5, 1975 . 

'"2 FroItl the first paragraph of most programs and 
publicity material prepared by YPT. 

, , 

( 
; 
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By engag~ng Margare~ Faulkes to direct the Brlan Way 

,product~ons of the first season, the company was assured of 

the best of the Way tradition, and also of a very cons1derable 

success with young children. Over the next 'four years, five 

other Way plays, On Tr~al, The Clown, 'The Declsion, The Bell, , 

and'Balloon Faces, were added to the repertoire and toured 

Ontario elementary schools. The touring companies, which 

l 
rapidly grew ln number, were aIl based on the Way pattern. 

From 1969, Canadian participat~on plays, all built oh 

the Way model, began to appear and by the end of 1970-71 sea-

son, displaced Way's plays from the repertoire. In addition 

to The Rlddle by Marigold Charlesworth, Len Peterson's 

Almighty Voice and Let's Make a World, and ErlC Nicol's ~ 
• 

Clam (originally written for Holiday Theatre), YPT had offered 

Larry Zacharko's Land of Magic Spell, specially designed to 

teach spelling and punctuation, and Michel Gelinas' L~s Blob 

and Malouf which aimed to teach French. 

The company has also produced sixteen in-theatre plays 

and musica1s ~or chi1pren of aIl ages, ten plays for high 
"'''' 

• 

l"Young People's 1'heatre in the 1971-72 season pre
sented twelve performing companies. These companies per
formed for •. over 400,000 youngsters in 172 Ontario towns, em
ploying 62 artists. 10 Promotional Sheet 1972-73 season. 

" 
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schools, and five plays for clementary schools, none of WhlCh 
" 

use particlpatlon techniques. Most of·these were wrltten by 

Canadian writers Carol BoIt, Ron Singet~. and the team of ~t 
1 

.1 

Patterson and Dodl Robb. Themes lnclu~e Canadlan folklore, • 

adventure, history, philosophy, and communlty 11fe. 

In addltlon,"a varlet y of theatre~forms has been lntro-

duced through a program of visiting companies which has included 

l 
The By'ack Box Company, The Canadl.an M.l.Jll.Œ Theatre, The Velleman 

, , 
2 

Puppets, Tor6nto Dance Theatre, and Victorla's Company One, 

and co-produced with the Black Box Company an elabQrate Chrl.st-

mas production of Jan Rubes' Seven Dreams, adapted from 

Anderson's fairy tales. 

Young Peo~le's Theatre 'is thus characterized by a'mul-

tipllcity of styles, themes and forros: and although partici-

patlon theatre represents an important part of their touring 
\ ~ ~ 

activity, and thel.r'income~ it.is only one of several forms 

of theat~e for chl1dren for which the company is known. 

Because of the diversity of productions, the large 

number of companies, and the heavy touring schedule, 

l ----A Czechoslovakian developm(~nt, The 'Black Box Theatre 
adds a sl,lrrealistic dimension to the stage through the medium ..... 
of black light, utilizing. f'luOl:escent mater ials. 

2An imprdVisational theatre company from Victoria, B.C., 
founded in 1971 by Carl Hare, to present "events and workshops 
to groups in the c<?mmuni.ty. Il Performances are in a constant 
pro~ss of evaluation as a result Of audience feedback. 

J
J'~ .. 

~ " 

~ 
·t· 
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considera~le organization is required.
1 

The basic control 

m~chaTlisl'n i3 the evaluation form, which teachers are asked 

ta fill in and return to,th . .:! company's administrative office 

~n Toronto afte.:- the p'2rformance. The e-"aluation sheet re-

quests comments on "the content of the pro(]ram; reaction of 

students; general comments and sugJ2stions; and sug'3"estions 

, 2 
for future per-focmanc~s." The for ms fill three functions: 

firs t, th,ey allmv the direotor and playwright to set;! ho'v a 

Tlew 12roductioTl ~s b;ün3 received, so tha t ch<è\ng(~s can be madf~; 

secondly, they provide an indication of the tas tes of their 

audiences; anc~ thi-rdly, they facilitate an administrati.v,= 

check on the standards of the various touring companies. As 

Craver explains: 

I The staff 1s composed of administrator, production 
manager,_ production secretary, production assistant, fund
raising manager, accountant, and general secretary, in 
addition to Rubes as executive producer. 

JiI 

2 Craver, May 5, 1975. 

. ' • 

1 

~ 
• 1 

1 

'''' 



1 

... 

o 

\ 

DailY we pro~ess.thc evaluation sheets which are 
on the back of the forms which we send to the 
teachers for their preparation and follow-up. 
Th~se evalu9tions enable us to follow the play's 
progress during its rune We like to hear the' 
both sides.. We love to hear the positi~e that 
it is working weIL, but it's very. important for 
us tq get from a teacher the difficulties the 
student i5 having in his ,or her class, and 
whether she fee~s, the following year, the same 
level play should be brought to the sttldents, 
and how we should approach the dif~rent classes. 
Mrs. Rubes has found, in the last veral years, 
the evaluations have been importan enough to . 
show her that children's awareness f the world 
and their education' is so much more advanced ,. 
than it was in years past,' that she is able to 
chooge more sophisticated plays for the younger 
grades. l 
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In çhoosing a participation play for elementary school 

tours, Rubes looks for one that i9 rich in opportunities for 

creative response. '''l'his means emotional response as weIL as 

\ 

physical resRonse evoked by music and rhythm. Reaching out 

with his own imagination is immensely satisfying· ta a child. ,,2 

In addition to its developmental value in exercising 

the child's imagination and emotional responses, participation 

18 "vital for those early ages because they learn that theatre 
, -( 

1\ • 
i9 a viable fOrIn, and that it does help ,them in their education. 

p. 2. 

lc\av:r. July 14, 1975. 

2 ' 
Y-oung Peopl,e' s Theatre, Wha t 18 XPl'? Pamphlet, n. d. , 

• 1 

1 
·,'1 
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It is a good form of audience development . . . it also keeps 

them from getting bored and falling asleep, if they 10se 

1 
track of the story." 

As with the evaluation forms, and the use of partici-

patio~ many of the techniques used by the company serve as a 

business as weIl as an a~tistic purpose. Following the first 

season's in-theatre productions, the cast used to visit the 

schoo1s and spend- a good deai of time working witH the child-

. 
ren ei ther that afternoon, or on the following day .. However; 

in tbe interests Of efficiency, the follow-up session wa~ 

shortened to fif~een minutes and conducted irnmediately after , 
. " 2 

the presentation of the play. Craver poi~ts ou~ that during 

the fifteen minute period: 

The youngsters are given time to diseuse the play 
with the actors, to give their own interpretation 
of the play, argue their own points of view, 
stretch their minds, and use their creativlty 
through theatre. 3 

From a business point of view, claims Craver, flitts 

one way of marketing a product. If you offer the schools a 

l Craver, July 14, 1975~ 

2Th& company also provides suggestions for à second 
follow~up to be carried out by the tea~her in the ~lassroom. 

3craver, July 14, 1975. 

, 
'f 

• .. 
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show without a follow-up, and charge the sarne priee as another 
-, ./ 

company with a follow-up, they'll take the other company be~ 

t l 
cause they are getting more for thèl.r money." 

Il 

Sorne of the actors complain that the fifteen-rninute 

follow-up i8 tao short and woulà prefer to have more time to 

work wi th the ch.ildren: 

We don't have time, ~part from the fifteen minutes 
, after the show, because of our bookings . . . it 

woûld be' 1deal to go in and break up the children 
into groups before the show, and work with them 
creatively for ten minutes. But we don't have 
time ta do that.either .... 1 think we are cut
ting ourselves short. l think it could be some
thing more. 2 

Another problem posed by the rapid expansion of the 

company is 

corne fresh 

the lack of specialized traini~ for actors. 'Sorne 

f~om theatre schools: other~ve professional ex-

perience in adult theatre.: but few have studied developmental 

drama theQry, .and rnany lack knowledge of the developmental 

pcocess and the capacities of elementary school children. In 

a typical example,-an actress who had beén forced to interrupt 

h,r performance and admonish the audience for its noisiness~ 

afterwards complained, ~at'is apparent in the great number 

lcraver, July 14, 1975. 

2Intervie~ with cast of Land of Magic Spell and 
t Almighty Voiee, May 8, 1975~ 

1 

'. 
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• 
of children' is the lac'k of respect /for per former~/ . 

l have never done children's shows before. l am used to adult 

audiences and it is appalling to discover what is happening 

with children and ~hat is considered permissible. 'Enthusiasm 

is one thing but bad manners is another. Something has to be 

done aboltt it."l 

This surprising insensitivity reflects company policy. 

"If there are audiences of' very rambunctious children, and the 

actors cannot control them, one of them whom the director 

chooses, will break character and turn to the children and say 

'Will you please.be quiet, we cannot continue on with the play', 

and that usually surprises them so much tha.t they ar~ quiet. ,,2 

Brian Way maintains that problems of control should 

be foreseen and dealt with in the writing of the play: or, 

failing that, in the ~irectioh. If participation is indiscri-

~ 

minately encouraged, and the play has been written and directed 

w'ith insufficient controls, then the actors have li ttle choice 

but to interrupt the performance (always a brutal act) and 

discipline the children, which does lit~le to encourage their 

involvement. 
/ 

/ 

,1Interview,with cast of Finding Bymble, March 20, 1975. 

2craver, July 14, 1975. 

, 

, 1 
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In generpl, the)actors seem 
1 

p1eased W,3.. th their en-

gagements, and despite the rigorous physicai demands of the 

• 
schedules, they enjoy tackling the unexpected problems pro-

vided by the young audiences: 

Participation theatre is one of the ~ost diffi
cult and challenging because ea~h day the format is 
different. You have a basic otltline, but that 
ohanges too because of the kids, their reactions 
to you,~the way you feel that day, ànd your -
interactions with other characters, and becausè 
it is in constant change. it i9 a constant Chàl~ 
1enge, and it improves through the change. To 
add to that, since we do the play 200 to 250 
times, it makes it much more exciting for an 
actor that each performance is going to be 
different. 1 

With seven to tweive companies of actors performing 
\ 

severai hundred times per year, a considerable pool of profes-
r 

9ional experience is building in Toronto, and this must be 

considered a maJor accomplishment of Young Peop1e's Theatre. 

The oompany can a190 take pride in the number of p1aywrights 

it~has dèveloped, often with government support: 

The Canada Council and the Ontario Council have 
encouraged the production of more Canadi~ play~
and the YPT has fol1owed that pat~Susan 

, Rubes has been a pioneer that way, because she 
really feels that Canadians should see works of 
people who are here. 2 

l - . 
Interv1ew with the cast of Land of Magic Spell, 

May 8, 1975. 

2~raver, May 5, 197~ . 

.. 

1 

1 ,. 
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A~though many original plays are submitted ta the 

• 
company, most productions arise from commissions to pro~es-

sional writers. Usually a director wo~ks with the writer on 
( ~ 

the assignment. Playwright Carol BoIt and director Timothy ,.. , 

Bond, commissioned to develop a multi-media play called 
" 

Finding Bumble, collaborate~ for a year and produced three 
~ 

drafts before producti?h could begin. Even then their work 

was far from over. Revision continued throughout rehearsals: 

We rehearsed for two weeks with the writer and 
director, with many re-writes and adctitlons to 
the play. The week that we opened, there was a 
lot of discussion as tb what changes should be 
made, and then we had another rehearsal for 
which the writer brought new additions and we 
changed around the ending. 1 

However, the economics of productions frequently for

bids such extensive collaboration between the compaKy and the .. 
playwright. Ellen Craver exp1ains: "It is much better for 

J 
the playwright to finish writing the play ~y the time they 

start the rehearsal. and on.ly make the very slightest, changes 

necessary, because it ia ràther difficult for the actors to 

2 
learil aIl the lines in two weeks plus making aIl the changes." 

lInterview'with the cast of Finding Bumble, 
March 20, 1975. 

2craver, May 5, 1975 . 

'. , 
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Perhaps the best known o~ the t(ew plays commissioned 

by Young,People's Theatre is Len Peterson's Almighty Voice. , 

Peterson, once Canada's leading radio dramatist and an occa- , 

sionai writer of,stage plays, carefully researched an Indian 

incident in Saskatchewan in the 1890~s, and developed a simplè 

but, powerful morality.play on the cultural clash of ,Settlers 

and Indians. in which an audience of Grades 4-6 students ïs 

asked to take sides- and ta1<e part. 

In choosing a prairie theme, Peterson hoped to bring 

his young audience a richer understanding of' this bleak re
l 

gion tpan he remembered as a ~egina schoolboy, "when important 

events took piace in England, men thought great thoughts in . 

Greece, painted beautiful piçtures in Italy, invented machines 

in the States, frolicked in France and made s'tirring music in 

Gérmany. But in Saskatchewan? Men grew wheat, and a few kids 

got to be'gpod enough hockey players to make i~ into NHL. 

Th l h '. l at's about a 1 t ere was to the Pra~rl,es.fI Peterson's ob-

jective in writing the play was to co~unicate an apprecia

tion of prairie history, a respect for Indian values, and a 

sense of responsib~li ty "for our trickery and injustices. ,,2 

lLeonard Peterson, ~miqhty Voiee (Aginco~rt: The 
Book Society of Canada, 1974), p. viii. 

2tbid. 

',' 
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Marigold Charlesworth, the YPT director who workéd --.. 

with Peterson on his commission, believes i\ to b~, 7~e finest 

participation play in her experience: 

He ha~ really understpod how to use the th1ngs 
that Br~an Way evol~ed and turned them into a 
re-play about something very important in his
tory. Somehow in that 50 minutes, he compressed 
the whole story, the feeling behind it, and the 
possibilities and the misunderstandings and the 
problems faced on both sides: ... Almighty 
Voice is that kind of children's theatre that, 
when it's weIl done, lS just as fa~cinating 
for discerning adu1ts. 1 

A description of a production of this play, based on 
.,.. 

, 

~he published text rf th~ original 1970 creation and on its 

recent revival,2 will provide a basls for évaluation of the 

company's approach. 

Before the actors arrive, the teacher "warms-up" her 

èlass with prepara tory activities, suggested by the company , 

. t1' d k' 3 1n a nea y pr,.l.nte 1 t: 

Using your school library and resource centre, 
research the f01lowing topics: 
(a) The dance of Indian tribal life. 
(b) Indiah clothing and cookery. 
(c) The placè of religion irlltndian iife, 

inc1uding myths and legends, birth, 
rnarriage, and burial customs. 

(d) The Indian and his environment'; including 
his attit~de towards, and his interaction 
wi th nature. 

1 ' 
Interview with Marigold Charle.worth, Artistic Director, 

Hexagon, National Arts Centre, Ottawa,. June 2, 1975. ,~ 

2performance observed at Lyngate Junior School, Toronto, 
May e, 1~75. 

j 

3Young People's Theatre, Teaeher's kit for Almighty Voiee. 

• 
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(e) The- lives and cllstoms of the Plain Indians. 
(f) The North West Mounted Police in Saskatchewan. 

121 

The children, perhaps 200 of them, are led to the gym, 

while thé' three actors,' actress and stage manager complete 

theit preparations. The children are seated by teachers in 

sections, four or five rows deep around the central area where 

the actors are installing the. rostrum, the flag, and the three 
l . 

poles whièh will be Almighty Voice's tepee. If the company's 

suggestions have been followed, the school bell, air-conditioner 

and public address syste~ have al,l been !turn~d off. 

There are no lighta to dim, no curtains to go up. 

Actor A, dressed as a Cree brave, shakes a rattle; Actress C, 

dressed as Cre~'woman, plays a drum:, Acter B, in ,North West 

Mounted Police un~fOrm, sounds a bugle; Actor D, clothed as 

, , 
an 1890's settler, huma through a kazoo: 

B: We've something wefd like to try --

C: A play --

A: About thinqs that really happened. 

D: To a yo~ng Indian 

B: By the name of Almighty Voice! 

A: And we want aIl of you to be actors i,n the play: 

D: First off, who'll make the best settlers? 
\.. .. 

C: To take over the Saskatchewan prairie 
near the end of the last .century . 

1 , 
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B: When Almighty Voice gpt into trouble and 
frightened the whole Northwest! 

C: You're new settlèrs -- for the moment aIl 

• 122 

" 

of you -- pioneers, from the States, Manitoba, 
O~tario, Quebec~ Britain, 'Europe -- and a few 
fram As~a and Africa" 

~ 

C: And to turn you into loyal citizens'we have 
to' t'each you to say: 'God save Queen Victor ia l ' 

(She and the others work on the CHILDREN, in a 
variety of accents, tiii it ç6mes out boisterously --) 

, 1 
SETTLERS: God save Queen Victoria! 

The whole audience have become Settlers, and are fur-

'=> 
ther encouraged to ch op trees, saw and harnmer their shacks 

together, and break the ground with a plow and tearn of horses. 

Shortly afterwards, they a"re aIl invited ta become Indians, and 
( 

leacn to dance and chant, and finally are sworn into service as 

regular constables in the North West Mounted Police and are put 

through rifle drill. The cultural differences between Indians 

and Settlers have'been established; the Mounties are shown to' 

be there to defend the whiteskins' law: the principal charac-
, 

ters have been introduced; and through whale-audience. partici-

pation, the children have been involved. The stage is now set 
J 

to develop an incident which will il~trate 

conflict between Settlers and Indians. 

1 Peterson, Almighty Voiçe, pp. 4-5. , 

the insoluble 
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, In a series of rapidly ehanging seenes, reminiseent 

d ' d 1 l . h ~ . of ra 10 rama, Peter son shows a young brave. A mlg ty VOl.ce, 

carrled 9ff to prison for'shooting a Settler's cow to feed 

h . , b ., k(' k . l h d' h 
1 15 starvlng trl e. In prlson He lS JO lng y t reatene ~lt 

exeèution. Taking the threat seriously, he escapes, and lS_ 
1 

forced to kill a Mountie to preserve hlS llfe. An int~nslve 

manhun~ leads to his death, an ironie illustration of the mis-
~ ... ; 
. , 1 

und~rstanding that separa tes the two races. 

If Schwartz had written this play, the children would 

., 
have been encouraged to ldentify with Almighty Voice, and to 

participate ln his cause throughout the play. There would be 

. ' no confusion as to where they should place their 10yalties . 

Peterson's purpose, ~owever. 18 not to take sides but to make 

his young audience forget their stereotypes, an? appreciate 

the high lrony or "agony" of the Settler-Indlan cultural 

clash. To accomplish this, he must prevent his audience from 

identifying too strongly with his peace-loving, playfùl, vic-

timized hero. In the first s~enes (as described earlier), he 

has the children participate in each groupes activities. Then 

he arbitrarily divides them by sections into Indians, Set tIers 

and Mounties, irrespectivé of any preferences they may have. 

Tc prevent, the Indian group from identifying too elosely with 
1 

Almighty Voiee, they are subsequently'bribed and eajoled into 

o 
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providing an in'former to betray him tô the Mounties. FinaIly, 

the Settlers and Mounties are asked to provide re1nforcements 

to part1cipate ln a deadly but exciting manhunt for Almighty· 

Voice. Peter son succeeds too weIl 1n his Bre~ht-like aIie-

nation. The children were so confused about the1r loyalties 

that, in at least one performance, sorne of the Indians volun-

teered to take part in the slaughter of their fellow tribesman. 

Thère is no question that the play has a power fuI 

appeal for adults, but there is sorne doubt that nine to eleven 

year olds, trained by thousands of television shows to 1den~1fy 

and triumph with good, are emotl0nally mature enough to appre-
>1\ 

ciate the fine irony of Peterson's play, and to srybûlder the 
,j 

burpen of guilt arising from their willful partic1pation in' 

the hero's death . .. 
There is no doubt, however, that the children were 

~ . 
. strongly affected by the theatricality and'irnrnediacy of the, 

experience, as they teveal in the question and answer period 
, 

with the actors which tOllOWS th~ play. "Is that your real 

hair?" "How did you jump l\ike that.?" "Why did you become 

an actor?" "Is that a real Indian song we learned?" Their 

questions brought patient and detailed answers which out-

lin'ed the process of theatre,. 

, 

... 
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As ~!; u~mal in' follQw-u'p se!3sions, only an occasional 

quest~on touches on the dramatic situation or characters. 

Intelleetual co~olidatlon of ideas cornes later, in the class-

room. If the teacher follows the sugg.estions of the company ..,. 

ln the case of Almighty Voice, she mlght ask her elass te: 

1. Imagin~'that you are an Indian who stood on 
a smaii bluff ov~rlooking the battle bet~en 
Almighty Voice and the Mounties. Compose 
the entry you would make in your diary that 
night; OR 

2. You are a settler wlth relatives in Eastern 
Canada and are li~ing near the One Arrow Re
serve at the time of ~lmighty Voiee's stand. 
Write your relatives deseribing the last en
conn ter of Almighty Voiee with· the Mounties. 

~. Wri~e a poem about how 'you felt after you 
saw or read the play "Almighty Voiee"; OR 

4. Paint or draw an incident from Almighty Voice 
which stirred your imagination. l 

The teacher then completes the evaluation form and 

... 
returns i t to the company, often wi th drawings or 'poems from 

the children in her elass. 

First presented in l~70-71 and revived for 400 per-
\ ---

formanees i~ 1974-75, A1mignty Voiée has'been seen by over 

100',000 school children and will unàoubtedly be seen by many 

hundreds of thousands more. 

lyoung People's Theater, Teacher's Kit for Almighiy 
Voice. 
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Susàn Ruh~s has crer'\ted an elaborate apparatus devoted 

1 
to qua11ty professional theatre for chi1dren, and A1mighty 

Vo~ce is certainly an-example of such theatre. If tli.ere is no 

? 
artistic policy beyond that, the company is a vehicle ,for the 

! 

wr~ter. If it has no collectivE' "soul, Il the writer prov~des 

the vital artist~c direction. Ultimately, then, Young ~eople's 

Theatre is a writer's theatre, and its principal value lies in 

the products it develops. 

The compan~'s weaknesses stem from its relentless pur-

su~t of growth, which has forced it at times to rely on actors, 

writers and directors trained in adult theatre but lacking in 
'. 

experience and understanding of the needs and capacities of 

the developing"child. 

, 
...... 

• 

'\ 
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For twenty-two seasons the Playhouse Holiday Company 

has been producing shows for young audiences and, 1ike Young 

People's Theatre, the main obJective for much of its history , 

has been to ~ui1d a taste for. theatre. "The child audiences 

of today a're our audiences of, tomorrow," was the argument in 

1968. "The effor,t that is expended to bring them first class 

, l' 
theatre will undoubted1y pay dividends in the futur~." 

From 1953 to 1967, under Joy Coghil1's artistic direc-

t~on, the company set the pattern for Canadian professional 

èhi1dren' s thea,/e, proved tha t Canadian playwrights could 
" 

provide a regu1ar supply of viable plays, e~panded the company~-'-/ 

to two sections, and de1ighted over a million British Columbia 

school children during fourteen seasons. Coghill then took 

over thé direction of the parent Vancouver, Playhouse Theatre, 

as a new generation of theatre-trained youngsters reached 

theatr~-going age. 

Over the néxt four seasons (1967-71), under the succe~-

sive direction of Jane Heyman, Hutchison Shandro and Don 

Shipley, Playhouse Holiday moved heâvily into partiçipation 
> 

theatrei it mounted fi~en productions of Brian Way' s p,1ays,' 

~ 

IThe Playhouae Theatre Company, ·'Background·' (mimeo
graphed paper, Nouember 27, 1968), p. 3. 

.. 

, 
~, , 
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éxpanded'to three cornpanies, and doubled its annual audience 

to 200,000 children . 

The 1971-72 season, however. rnarked a turni~~ po~'nt . 

for th~ company. Its activities were reduced, and for th 

first season in many, no Brian Way plays were included . -the 
," 

repertoire. Don Shipley r~turned the company to i ts p,r et' Br ian 
1 

/ 

Way status and prepared a brief, requesting the VancOuver School 

Board's support for a pilot Thèatre-in-Education' ptogram. In 
, 1 

, 
! 

the summer of 1972, he visited several TIE compa~ies in Eng1and, 
l' , ! 

and on his return, funds allocated to Playhouse Holid~y's poetry 

program were transferred by the school-board to the pilot prOject.
l 

For the 1972-73 season, two regular touring companies, 

each composed of five actors and a stage manager, made their 

J 

usual rounds of the province's sch~ols, each travelling in a 

company bus and playing two to tt(ree performances per day, not 

àlways in the same scPool. The program Jonsisted of The 

Popcorn Man"a musical f~ntasy by Dodi Robb and Pat Patterson, 

and Androcles and the Lion by Aurand a-rris. 
q 

In ,the fall' of 1972, Shipley engaged Gloria ,shapiro 
, , 

{an American-trained specialist in creative drarna and theat~e 

for children, ~hen teaching at the Manitoba Theat~SchOOl) 

, 
lInterview with Shapiro-Latham; August 1, 1975. .. 

/ 
/ 
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1 
s Education Director of the Holiday Playhouse. He brought 

back Jane Heyman, who had been working wLth Brlan Way in 

London, ana in February 1973, after two weeks' rehearsal, pro~ 

duced Canada's first Th~atre-in-Education program with the 

foilowing aims: 

1. To provide a Iink between theatre and education. 
2. To aIt y the best in theatre te~hniques of com

\\,' m'foication with the most progressive movements 
in education. 

3. To enhance traditional subject matter using 
drama and theatre skills: 

4. To involve the children in every sta,ge of the 
-action using the conventio~ which operate in 
children's games. 

Sr To put full effort into the mainstream of 
education as oppoJed to simply recreational 

\ drama. 
6 1 To stimulate an interest in the topic by means 

of dir,ect involvement and exper'ience. 
7. To provide,a practicai aid to both formaI and 

infor~èducation, to both curriculum and extra-
curriculum subjects. , , 

8. 1'0 prov ide a meaning fuI exper ience ·for the 
children and to leave the teacher stimulated 
to continue the work. 2 

Th primary objective was no longer to build audiences 

for prqfes'ional tl1eatre, but ta stimulate children lOto Iearn 

subject matter ,by means of theiF direct involve-

ment and xperience. They are provided conceptua1 problems 

Shipley 1eft in 1974,1 GloEia Shapiro-Latham 
fi11ed h,s post as Artistic Director. 

~ oit., pp. 575-576. 

'" 

, ' 
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i 
which require them ta evaluél te human exp~rience, make moral 

decisions,and articulate thelr 
• 1 l 

thaughts nd feelings." 

The TIE approach differs from tr ditional participation 

theatre 1n four fundamental ways. First, the theme mate~ial 

, \ 
comes directly from the curriculum of a pa~ticular grade or 

. \ 

. year, while participation theatre trea.ts tlopics suff1ciently 
\ ' 

general to interést a range of children fro~ three or four 

school years. Secondly, the scripted play i$ replaced with a 
, \ 

scenario (containing occasional scripted sequépces) to b'e im-

provised with the students. Thirdly, audience ~1ze is reduced 
\ 

from participation theatre's 200 to a singl'e cla~s, usually 

about thirty-five children. Finally, the duration\of the ex
\. 
'-perience has been exaended from one hour to nearly tbree, in-

cluding briefing, the 1mprovised happening or p~rform~Dce in-

, 
volving aIl the children, and a discussion follow-up. 

For the pilot program, a team made up of a director 

(Shipley), a writer (Sharon Pollock)~ three actor- teachers \ 
1 . " 

--

'(including 'Shapiro-Latham and Heyman), a stage manager and":: ~ ------ -\ 

musician, created two' productions--The New Ci':madians for grade \, , 
" ~ four, and Last Night l Sad a Dream for grade seven. 

" Ipla~house HOliday, "New Direcèions 'l'hrough Education" 
(mimeographed paper, n.d.), p. 1. '''',,-, 
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The New Canadians dGalt with the environmental fac-

tors that~ initiated the emigration of the Icelanders, Men-'o 
, 

nonites and Doukhabors to Canada. "Student involvement began 

" in the classroom with warm-up act~vities relating to the 
J 

school environrnent; thus introducing the main thrQughline of 

, 1 
the prograrn." A prepared story-theatre scene introduced the 

students to Viking life. Throughout this first section, stu-' 

dents were guided by the actor-teachers through discussion, 

decision-:rnaking. "~d role-playing. The next sequence took 
"-

the Vikings ta Icela~~. arid involved the students in occupa-. 
'\ 

tional tasks--building a ~mmunal 'sod haus~, singing and the 

. telling of sag~s. Each seq~ce was co~nected with the pre-

sent, ta allow thé studel).ts to re'la\e the historical events 

to, the present, situat:i,on of ethnie groups. 

," tI\ .,. 
\ ~ In each section of the program, the team invented new 

~àYS t~rief the students on the 'backgr~nd incidents in which 

lt~ ~ere~ be involved. In the last section, dealing with 
\" " 

\ 
the·' Do khabors) fQr ins tance: 

'\ 

. th~'students were divided as soldiers of the 
bishop'of Russia and the Tzar; and the Doukha

This t~e, ~~ctual information came through 
their ~olvernent in secret meetings ·held by op-
posing ~~. Beaause of tbeir roles# students 

""'-., 
~'''-, 

IP'layhouse Holiday, "Theatre-,in-Education Grade ~our 
Prograrns" (mirneographed paper, n. d.), p. 1. 

L 
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were directly involved in the conflicts exist
ing between the .Doukhabors and th~ Russian 
governrnent, the war with the Turks, the perse
cutions, means'of protest, and freedom songs. 
Following the ways of the Icelanders and 
Mennonites, the Doukhabors made their way to 
Canada. l 
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After the improvised action in the gym, the students 

returned to their classroom where they ?nalysed the ex~erience 

with their teacher and the members of the team. 

Thé companion program, Last Night l Had a Dream, intro-

duced grade seven students to the theme of superst1tion from 

Julius Caesar '"s premonitions to their present-day equivalents. 

Each program tour'ed fifteen. elementary schools 1?' 

Vancouver, and played to a total of thirty separate classes 

over a three-week period. At the year-end,. the company could 

report, "the program, while still at a very experimental stage 

in its development, has been most successful, and has met with 

2 
approval from both educators and drama personnel." 

Jane Heyman, now a University of British Coll,lmb.ia , 

dranta and theabre instructor, feels that .. 1he children bene

fited from the initial TIE program in a' variety of way,s. 

According to Heyman, the children learned history by re-

l"Theatr~-in-Education Grade Four Program, " p. 2. 

2playhouse Holiday (~9th season), 1972-73 fact' 
sheet, p. 3. '. 

... 
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~ 

enacting it; they ~ the Doukhabors, the Mennonites, the 

Icelanders, and they would not quickly forget it; at least 

some of'them learned what it must feel like to be a part of 

a minority group, and thus their, social awareness was raised; 

siJlce the company provided so few props, and so little scenery, 

the children were compelled to use ,their' imagination; because 

they had to work together, they practised co-operation and 

social Skill:' a, number of children, n0:1allY shy, found that 

they were able to involve themselves effectively in the acti-

vities and, in general. enjoyed the beneficial personality 
'"'• 

development associated with drama; finally, the classroom tea-

cher, whether exper\~eli.ced in drama or not, could learn how to 

use dram~ techniques in new and interesting ways. She might 

even be stimulated to include it aB an occasional classroom 

approach to su~table curriculum ~aterjal.l 

'!'he, first season revealed two basi'c problems 'associated 

with the initiation of a Theatre-in-Education program. First, 

since school boards were asked to put up more money to ben~fit 

fewer students than in traditional theatre program9' a great 

deal of patient explanation of the benefits was required. To 

compound the· financial pressure, ,·'Canada Council and other .. 
~"'./ 

- lInterview with Jane Heyman. Ju1y 25, 1975. 

• 
" 

... 
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arts councils feel, and rightly, the school districts should 

be responsible for funding. ,,1 
, ,. 

The second major problem con- \ 

fronted by .,he new team was the lack of time for suitable 

preparation. "The actors had to get to know each other," says 

Heyman, "they had to have time, to develop the program( anq to 

experlment with it. 
, . 

We only had two weéks to develop it. 

2 
which is ludicrous." 

In their second TIE season (1~7~-74), several changes 

were made in the format. F~rst, the rehearsal p,er,iod was 

extended from two to three weeks. "The first week was use~ to 

fully research the topic, collective1y bui1d the script, and 

. 3 
discover possible areas for student lnvolvement." 

The theatrica1 event itself was also restructured. 'In 
• 

the new (and current) formula, the first part ot the prograrn ls 

a briefing'session of up to thirty minutes' duration in the 

classroom, where the actor-teachers, in costume and character, 

invo1ve the students in curriculum material which relates to 

the production, and prepare them for the main "game" to he 
• 

1 

lInformation in a ietter ~o the author from Sh~piro
Latham, J~ne J, 1975. 

2Heyman, interview, Ju1y 25, 197% 

3"Playhouse Holiday 1973-74 Season," Fact Sheet, n.d. 
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played in the gym. The gymnasium has been decked with hangings 

and scenery ta represent the scene of the dramatic action: an 

isl~nd, a laboratory, or a town. There, for. almost two hours, 

the students and their actor-teachers act out a series of 

events or confront'ations, take moral decisions, and explore 

\ creative solutions to basic social problems. In the third 

part, back in the classroom, the events and feelings of the 

experiences are examined and conclusions are confirmed. 

While .the 

Reflections which 

The Little Prince, 

two 'traditional' companies toured Little 

Shapiro~Latham adapted from<tt. Exupery's 

for primary grades; and Arthur Fauquez' 

Reynard the Fox for intermediate grades four to sevenj t~e TIE 

.team presented two new programs. WUDJUSAY, a progra~ aboù~ 

the history and future of communications fot intermediate 

. grades, was written by Pollock and directed by Shipley. Last 

Chance, an Atlantis-like fable revolving around politics and 

collective decisions, written by Sheldon Rosen and directed 

by Shapiro-L~tham, was destined for grade seven. This tour 

1 
lasted six weeks and played twenty-eight schools. 

l 
"P1ayhol.lse Holiday 1973-74 Season," Fact Sheet, n.d. 

!' 
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In 1974-75, when Shipley l~ft P1ayhouse Ho1i9ay, 

Shapiro-Latham was appointed Artistic Director and continuèd 

to develo~, not only the Theatre-in-Education program, but 

a1so the t*ditiona1 touring program. "The theatre l seek to 

provide." she declared. "really does not have the confines of 

participat~ona1 or non-partiçip~tional theatre. Rather, Play-

house Holiday seeks good theatre for children which may fal1 

1 
under any form." 

That same season, the two traditional companies pre-

sented Larry Fineberg's Waterfall (directed by David Latham) 

,to primary grades, and Ken Campbe11's new play Paraphranalia 

(directed by Shapiro~Latham) ~o intermediate grades. The TIE 

team, now in its third season (1974-75), produced Hard Times . 
(written by Carolyn Zapf and d~rected by Shapiro-Latham~J ,0 

study of a smali Saskatchewan community during ~he dfpression, 

for grade six. The Mighty McDouga1. a' program about science 

for grade three, was written collectively by the company and 

directed by David Latharn. 

Again, rehearsals for the Tlfl prOgram-lasted three \ 

weeks, following which they toured for ten weeks and gave 106 

performances to 3,710 students, an average of exactly 35 

lLetter from S~apir6-Latharn, May 5, 1975, p. 2. 
~ ~ , 
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Shapiro-Lath'am introduced a number of innovations in 
4. 

the TIE team approach. She prepared a kit of 'pre-materials' 

relevant ta the Hard Tlmes theme, WhlCh the sixth grade tea

c'her was ta give each 5 tuqen t before', the performance \ The 

klt conslsted of a newspaper, the Ambrose Express" an amusinq 

single broadsheet covered with historical trivia from the 

depression era, a glossar~ of ~lang and Jargon of the' "dirty 

thirtles," and a sheet covez;.ed with cibse-ups of. faces of 

men and women who might have lived in Ambrose, Saskatchewan 

(pop. 500) at that time Each sf the s~dents was asked to 

choose a face and become that character' )\r the hal~-day 

. 2 
experlence. ~ 

Shapiro-Latham also introducea a break in the program, , . 
a hal~-time recess, where the younger children could relax 

from the strain of the, experl'ence. Rather than send thè Chlld-. 
\ , 

ren to the playground, "r'hich ~ould break the a tll'losphere, they 
fIif \ <\. 

,were given relaxing task'f;--painting muraIs or ma}<ing prepara-

tions for forthcoming ev+nts in the program. 

.. ,.. .' 

• 

1 Playhouse Holidat, "Statistical Report for 1.g74-75 
Season, " n.d. 

'2 
Idem, "Theatre-in-Education Programme Hafd Times." \. 

., 

. , 
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Another mod~fication ln the TIE formula reduced the 

" 

amount of scripted mate~~al in the program., In the early 

prodùct~ons, the teams had prepared a number o~ formai thea-

trical gequence~ drawn from thelr repertoire of theatre forms 

(story theatre, mlme, dance, story-telllng, vaudeville rou-

tines) wh~ch were used to lntroduoe subsequent sequences, or 

to ~llustrate concepts too d~ff~cult for the students to 

handle the~elves. Shaplro-Latham revised the structure to 

challenge more strongly the student's ability to lmprovise on 

glven materlal. "In the lai?t couple of programs," "she ex-: 

pla,lns, "the young people were totally involved with the actor-

1 
teachers from the very. beginning to the very end." 

As the scripted formal theatrical sequ~nces were re-

duced or eliminated in favour of increased student partici-

patlon, the need for stronger control ~as felt. The team 

discovered that the best c~ntrols lay fn the structure of the 

improvlsed experience; in fact, "the controls are the mate-

2 
rlal," says Shapiro-Latham. In a properly designed scenarlO, 

each opportunity for freedom of action should end wlth a new 

challenge whjch would focus the children's attention and 

lInterview with Shapiro-Latham, August l, 1975. 

2 Ibid . 
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structure the experience. (The team noticed that the program 

fell apart when sorne students were hot sufficiently involved 

• 
and lacked a precise functiort.) 

Control begins ln the classroorn brieflng period, when 

each of the four actor-teachers is assigned eight"or nine stu-

" 

dents for the duration of ,the experience. Each actor-teach~r 

must ensure that èvery student in his group has sorne clear ob-

)ective or function to fulfill at aIl times, and that each one 

understands what 15 going on. The nature of the briefing and 
;. 

i~troductlon in the classroom varies with the type of material, 
,;.) 

but the actor-teachers always relate to the children through 
4 

a role, and never as teacher. They m~st have' teaching exp er- , 

lence, how~ver, "SQ that they would know when td draw out 'the 

students, when ta hold them bac.k, and when to give them more 
, r 

l 
re- inforcemen t. " 

The briefing over, studen~5 and actor-teachers move 

·from the classroom ta the gymnasium where 'they find that an 

environment has been created to replace the feeling of "school" . . J 

with one of place and period related to the theme. To avoid 

stock responses evoked by tradition~l stage settings, Shaplro-

Latham uses architects rather than set designers to cteate the 

physical background. In Last Chance,. for instance: 

{ 

1In~erview with Sh~piro-La~ham~ ~ugust 1, 1975. 

----
.. 

, 
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hundred yards of black plastic and what 
se med liké endless str'eams of fishnet, the 
env ronm~tal designe~ transformed the gyrnnasium 
'into 'The Islana of Oreo'. From the excess of 
black plastic we molded and contoured the earth 
and from above' we suspended ~he fishnet sky. 
Plexiglass trees, rocks, cheeseclapr and rape 
filled the yet uninhabited island. 
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More recently, however, the trend has been ta redu"ce 

... 
and simplify the scenery and technical effects. "It's aIl 

kept at a minimum, bécause we want to di&courage the teacher 

~eeling this is a p~aduction she can't do herself. We have 

learned," says Shapiro-Latham, 

: that the simpler the set and cost~es, 
the more confidence a teacher has ta extend 
the exper~ence. We wauld like to develop a 
programme specifical1y for, a classroom utili
zing only the things the classroom teacher has 
available. 2 

The creation of a TIE program differs considerably from 

the scripting and rehearsing typical of both Way's traditional 

participational and non-participational theatre. The theme is 

chas en from the curriculum in discussia~ with teachers from 

the classes ta be vis'ited. "The questions we always asY.ni

tial1y,. Il explains' Shapiro-Latham, "are 'What is it we w~ 

p. 1. 
1 "Theatre-in-:EduèatiOI) 1 s Last Chance, "Fact Shee1:,' 

2Letter from Shapiro-Latharn, June~, 1975 . 
• 
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them to 1earn?' then 'How and what are Je way~ to go about 

l 
i t?' . " Usually the epucational objective 16 stated as a 

broad concept and goes beyond the communication of facts and 

f~gures to the examina tion of underlying- values and their rele-

vance to the student's 1 everyday lives. Once the theme is cho-

sen and the educational objectives clarified, then, as Shapiro-

Latham explains, "the actor-teachers develop the prograrn with 

the director. We don't statt with a script: it's an évolu-

t . 2 
tionar:( process throug.hout the rehE!arsa1." 

The form the material takes depends on the target age 

group and what can be learned from the teache~s about the par-, 

ticular attitudes of the classes ta be visited. "During the 
- - 1 

rehearsal period, we sometimes bring groups of children in and 

do certain secfions with them, or take a particular idea ta a 

, 3 
sC;hool to try it out." At the end of t~e rehearsal period, 

• 

a scenar10 ls produced listing the objectives to be achieve~ " ~ 
~n the classroom briefing, a Iist of the thirty or more se~ ~ 
tions to be improvised in "the gym, and finally, a detailed 

presenta'tion of the particular work m~thods students might 

\ i 

lInterview with Shapiro-La,tham,. August 'l, 1.975. 

2Ibid . 

3lbid . 
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1 
use to deve10p and resolve the problems posed by the theme. 

Challenging as the program concept is, its future is 

threatened by 1ack of actor-teachers. TIE personnel must 

combine skills 1n two very specifie disciplines, and no suit-

able training program yet exists. N'ext season, Shapiro-Latham 

hopes to extend the. progra~ for a full year, so that actor-

teachers may be engaged on a fu11-time basis. 

The rewards for the actor-teacher are consi~erable. 

Jane Heyman speaks of tN~ gre~t deiight she found in deve!op-

ing the subJect matter into a viable program. "It' s an exci-

. , 

ting art form. For me it's the most satisfying way of working 

with chi1dren, and l'd rather deve10p my own scripts with a 

group of actors, and then rernain flexiblé to respond to the 

2 
children." Since the subject matter of each play makes .its 

own particu1ar demands and poses its own artistü: problems, 

Heyman thinks "you can do a lot 0( exciting work with the forms 

3 
of theatre as well." When compared to the limitations faced 

by the participation play actor, who must memorize and rehearse 

lA typical scenario for The Mighty McDouga1 is in
cluded in Appendix A. 

2Interview with Heyman', July 25, 1975. 

3Ibid . 
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1 

a scrift within a two week rehearsal period, who ha. to work 

within\the confines of the script and keep the participation 

of the\children within a tight time, span, the freedom of the 
1 

TIE ac~or to cre~te his material and to vary it in every per-
l , 

formanc\e to suit his audlence, is both challE::nging and re

.warding. 

In Heyman's view, the success of the Vancouver ~xper-

, ience j~stifies its extensipn to a much wider area. "1 think," 

she sugdests, "that pockets of teachers should form their own 
\ 

teams, ard they should be paid by the educat10nal authorit1es, 

and be b~sed in a $ingle.area. Then they can get to the kids 

t'requent~y, and have good resort to the teachers as well."l 

• . These te~ms then co~ld con~entrate on subje~ts or themes re-

lated toithe studies of the particular children in their own 

areas. 

ghapiro-Latham would like to ex tend the program th~h
out the ~rovince, and hopes that "by con~inuing to enhance 

1 

traditio~al subject matter, Theatre-in-Education will become 

l d "1 2 a tota ~art of every Ch1 d' s learning. fi • In the future, she 

l' 

. hopes l methods "will become a regular part of e.eacher 

Interview wi~h Heyman, Ju1y 25, 1975 .• 

Interyiew with Shapiro~Lathamf August l, 1975. 

l, 
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training, and çhether or not they1 ac tually use it~ 

should feel comfortable in at least knowing how." 
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teachers 

The appearan~e of TIE in Canada, with its primary em-

phasis on teaching and development, stands in sharp contrast 

to the traditiçnal theatre forms employed by Playhouse.Holiday 

and the Qther Canadian companies, with their emphas~s on the 

quality of the theatre experience. Participation takes on new 

meaning in the prolonged and int~nse atmosphere of a TIE ex-

perience. If Heyman is correct in her assessment of the bene-

fits which TIE br~ngs to children, both educational and develop-

mental objectives are met in new and effective ways. 

Educationally, the TIE approach is holistic, environ-

mental and experiential, ~ather' than analytical, abstract and 

objective~ as in traditional stepped léarning. If we apply 

Dewey's definition of education'as the reconstrLl'ction,.,.af ex- "'" 

p~ri~nce, then the TIE program, with its deeply involvi~g 

techniques, serves to wed cognitive and affective learning in 

"a more meaningfu1 way than traditiona1 pedagogical methods 

have managed to do. 

It is too soon to evaluatè the work o~ the P1ayhouse 

Holiday TIE team. As they are quick to admit, the process is 

lInterview with Shapiro-Latham, August- l, 19-75. 
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still in an early stage of ~ts evolution. The company brlngs 
~ 

to.the program twenty yèars of experience with a variety of 

forros' of theatre for children, and a hard~won reputation 

for qua1ity, innoyation and seriousness within the west coast 

edd'cational community. Whatever its future deveiopment may 

be, Pla~house Holiday's TIE team has already created an ideal 

model of responsible experimentation in the use of theatre 

partioipation as an aid to experiential learnibg. 



• 
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CONCLUSION 

With the solitary exception of the Playhouse Holiday .. 
Theatre-in-Education team, professional participation theatre 

\ 

in Canada is bas~d on the Way 
\ 

rnethod. Way's twin obJectives 

\ ' 

in developing his\ method 'were to provide a theatre experience . 
and a developmental drama experience. 

Many clairns a.nd reservations have beên voiced about 

the two Ob]ectlves. A nurnber of these have been presented in 

this study .. None has as yet established that the function of 

participation theatre is in any way different frorn that of 

presentational theatrei to arouse and release the ernotions of 

th~ spectator or, in a word, to entertain. In participation 

theatr'e, as in aIl theatre, emotion~ are aroused through iden-

tification with one or several character~ ~ho are struggling 

, 
with one or several problerns. The often unexpected resolu-

tion of the problems provides a satisfying emotional release. 

Participation theatre' s value seems to lie in its 

~bility to enhance this basic theatrical experience for young 

audiences. First, as eraver points out, for the very young, 

frequent involvement through active participation aids concen-

tration through a relatively long experience. Then, as 

Schwartz's experience has shown, it helps children identify . 

147 
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with the hero frorn the first direct contact~ it gives them the 

satisfaction of helping the hero solve his problerns~ and ~t 

intensifies their catharsis as bhey participate actively in 

the resolution of the play. Finally, bécause the children hav'e 

influenced the play, however slightly, they teel a dèep bond 

between themselves and this' responsive art form. 

Those who have witnessed childt"e'n involved in a suc-

cessfully mounted product~on of a well-structured participa-

tion play cannot fail to conclude that the experience is ïntense 

and satisfying, and might reasonably assume that these children 

will be predisposed to theatre in later life. 

The technique, however, is fraught with difficulties 

and d'emands great skill of its practitioners. If participation 

becornes an end in itself, the theatre experience invariably 

suffers. If too rnany children are involved, the experience of 

each is dim,inished. If participation exper iences are not 

balanced with appropriate controls, external discipline is 

required and the val'ue of exper ience is 'los t. If the play is 

not finely tuned to the maturity of the au~ence, or too wide 

an age range is invited to attend, then boredorn and ~~stless-

ness spreads. 

Critics of participation theatre freqhently complain 
1 

'. 
of its auster,ity anâ its manipulativeness. If manipulation 

L 
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is bad in itse1f, then since aIl theatre is manipulative, it 

is aIl bad. If austerity is ba6 in itself, then the solitary' 

mime, who holds an audience enthralled throughout an en tire 

evening withPJust his costumed body, is bad. These arguments 

m~~ apply to particular instanc.es, but not ta pérticipation 

th~atre in general. 

W~y and his followers maintain that participation thea-

tre also provides a developmental drama experience, and that such 

qualities as creativity, self-assurance, imagination and in-

tuition are fostered by the act of participation. While there 

,may be 1itt1e doubt that c1assroom drama" over a period of 

\ time, contributés ~ffectively to the growth of these qua1ities 

~ the child, there 1S little reason ta believe that a brief 
, 

participation play is any more effective than a presentationa1 

production of equal appeal ln pr0I!10ting the child' S p,ersonal 

growth". 

. 
( 

Theatre-ln-Education has borrowed S}ade's actor-· 

teacher concept ~nd Way's èlassroom prama methods. These e1e-

ments are combinad ihto a new form of improvised participâtion 

thèatre whose primary purpose is to provide arl intense learning 

• 
exp~rience of curr~culu~~rélated materta1. In the process, 

... 
the personal development oi the indivldual chi1d may aiso be 

promoted, and his interest in theatre encouraged. Though 

/ 

(, 

• 

N 
"" 



jIO 

,. 

• 

• • 

.\1'.:. 

• :> .~---._--------

150 

these elaims have ~ot yet been substantiated, it seems rea-

sonable to assume that aIl three objectives are attained to 

• 
pome degree ln a successful TIE experience. 

Because the groups are small, the preparation meticu-

lous, the experlenee intense, and the collaboration between 

s,tudent and actor-teacher long, it seems inevitable t):1at:. sorne 

measurable degree of learning does in fact take place. Since 

the student~ are constantly encouraged by their actor-teacher 

to become involved imaginatlvely and co-operatively in the 
t 

subjéct's underlying issues and tq make and carry out diffi-

cult decisions, it may be reasonably assumed that thêir per-

sonal resources are qev~loped. And sinee the students work 
·ù 

intimately wlth skilled actors, play roles, struggle through 

confliet to resolution in a dramatically structured' activity, . ~ 

.sorne effective underst~nding of ~he theatre experience can 

. be expeeted. . . 
If a TIE program i5 to succeed in its obJectives, the 

·writer must ereate stronq characters, representative of the 

basl~ issnes inherent in the Bubject. He must invent chal- . 

l~nging expositional or dramatic units which correspond to 

the educational objectives in intensity and importance, and 

structure them into a three-hour experience whose emotional 

line i8 not unlike that of a full-length play. 

,1 
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• 
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" Assuming an effective structured 5cenq,}:'io, the burden 

of success falls on the actor-teacher. Adtors with teaching 

expe~ ience are as rare as teachers wi tl} thea'tre s~ills-. \ ge'

fore any substanti,al nurnber of schooichildfen can ~hed, 
a considerable training program must be,developed. If TIE's 

,) \ ~ growth is to be solid, i,t will inevitably be slow. 

It must also,be recognized that TIE programs are ~-

pensive. Any tea,ching program that emphasizes .the ·indivi ... 

duality of individuals costs mon~y. Exteniive r~search on, th~ 

cost-effectiveness of Theatre-in-Education will be requir:ed be-' 

fore the substantial suros necessary for its general implemen-

tation will be forthco~ing. 

Despite Lts use of theatre techniques, TIE is funda-. 

mentally an education method to enpance awarenese of complex 

\ 

issues, and its financing should com~ from funds allocated~f~r 

teaching rather than for theatre or the arts. It complements 
" 

rather than coro~etes with traditional participation theatre. 

It does, ~oweve~ share a basic need for training a~d researc~ . 

• In a decade, par~icipation theatre has grown to a . ' 
half-million dollar-per-~ear undertaking with annual attendance .. 
figures close to a million children. Despite its growing 

importance, it relies upon actora ~ith little training in lts' 

specialized techniques and limited understanding of the 

~ .. *": 
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audience for which it plays. If participation theatre is to 

, 

improve, and TIE to devel~p, i~ wou1d seem that training pro-

grams are a fundamental priority. Even th~ harest. program, 

~OUld o~f~r, in addition to appropriate acting training, his

~ tory and theo~y of theatre for chi1dren, sorne deve10pmental 

psycho1ogy- and pedagogy, and a study of the now nu~rous and 

• 

q 

theatre, c1assroom drama, and Theatre-in-Education should be 

s\l~ntiated by resear,ch,. not to demonstrate independence 

from the British models, but ta bui+d a base for or19inal 

growth. Companies and playwrights would benefit from critical 

~valuation by both sc~olar and newsPaper'critic, as would the 

fundirig bodies and individua1 schools, who must now make de-

cisions based more on faith·than on the knowledge that artses 

from established facts ànd informed opinion. 

McGill Drama educater John Ripley, in an 'address to 

the Drama in Education Conference at Victoria in 1971, en- ' 

joined his col1eagues te assume their responsibility in re-
l 

searçh. A1though he referred to drama, his words apply to 
• 

participation theatre and TIE with equa1 force: 

.. 
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We must adm1t that \Jh11e we feel our k1nd of 
~Ctivlty 1S va1uab1e, we cannQt yet prove 1t 
save by the w~tness of our own eycs and 1n
tuit1ons. We must then cease a good number 
of our wild'claims ... and sett1e down in 
an ordered and logical way to evolve a co
herent bddy of knowledge" as d1S tinGt from 
opinion, as to how Drama functions in the 
learn1ng environment. 1 

153 

A promis1ng start has been made. Re5earch and traln-

ing are' the tools to transform that promise 1nto a regu1ar 

and ~eanlngfu1 part of the 11fe of tomorrow's child. 

IDr. John Ripley, "What Sha11 We Tell the Caterpi11ar?" 
Canadian Studies in Drama, 9 (September 1973), p.,10. 
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APrENDIX A 

SCENARIO FOR THE MIGHTY MCDOUGALL: T-I-E (April/May 75) 

A. CLASSROOM 

1. Arrival of Profe~sor Kendrell, Doctor Browse and 
2. Introduction of chaFacters. 
3. ArrivaI 9f Professor Angstrom. 
4. Why they are there. \ 
5. The letter. 

r 
6. Sorne 1nformat10n, on Professor McDougall . 
7. The magic power machine. 
S. Actor/teacher's machine (perhaps demonstration). 
9. The two halves of map on how ta get to workshop. 

10. Speculation on what might be going on. 
Il.,!bivision into groups (at rpndom), handlng out of triangles, 

filllng 1n names. ~ 

12. Hats if they have them. 

B. JOURNEY FROM CLASSROOM TO GYM 

C. GYM 

1. Calling for Professor McDougall. ' 
2. Looking around workshop in grou~s( 
3. Re-inforcement of characters (s~ents), what kinds of' 

things have they lnvented? 
4. Helping to build mystery: What ha$ happened to Professor 

"- McDougall? 
5. Point out (by means of discovery) the things in the work-

shop: working areas, etc. 
6. Collecting everyQne together, being seated. 
7 .. Brainstorming: the fa te of McDüugall . 'f-

8. Hang inyention designs on clothes line. 
9. Mo.e information about McDougall frbm actor/teachers'. 

Would this he the kind of thing he would do? 
10. What do we do then? 
Il. We try and find him. 
12. How? 
13. Investigation. 
14. Discussion of different way~; each person has their own way. 
15. Importànce of reccrding data. 
16. Revelation of necessary experts. 

,. 
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17. 
18. 
19. 
20. 

- - -

Fin~lng of un[inished inventions. 
DtVlde into colour groups. 
Exploration of unfinished inventions. 
Main problem areas: 

• 

a) Exploration with actor/teacher of at least 
two main areas. ,--"", 

b) Worklng in minor areas and clues. 
Record findings: what could have happened 
to McDougall? Drawing what Machine looks 
like. Drawing predictions of future. 

c) The idea spot: Data Book. 
Library: McDougall's diary. 
Equipmdnt Centre: Danger area. 

15-5 

21. sharing times: groups sharing with other actor/teachers. 
Groupi sharing in order to learn mqre. 

22. Possible bases for scenes: 
a) Beth receives a psychic message. 
b) Kendrell thlnks he has the answer. 
c) Dr. Browse reads something fantastic in 

one of MéDougall's books. 
d) A group makes a great discovery. 
e) A student cornes up with a great ldea. 
f) Someone thinks Dr. Browse is a spy. 

23. The finding of the dome clue. 
24. Finding the plan. 
25. Taklng apart the pods. 
26. Laying' the triangles. 
27. Taping ~hem. 
28. Ràising the dome. 
29. No McDougall. 
30. Inside an exclting sound and light show. 
31. Message about,Magic power machine. 
32. Corne out and build machine. 
33. Appearance of Professer McDougall. 
34. Explanation of and by McDougall. 
35. End: what can happen now? 
36. After the end, discussion or programme and revelation 

and introduction of real actor/tea~hers. 

SOME THINGS 1'0 ''l3E!\R 1,N MIND: 

1. BRAINSTORMING: 
a) Criticism ±s ruled out. 
b) "Pree-wheeling" is ~elcomed. 
c) Quan ti ty is wan ted • 
d) Combination and improvement are s~ught. 

• 
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2. dmCKLIST TECHNIQUE: 
a) Put to other uses. 
b) Adapt 
c) Mod.ify 
d) Magnify 

~ e) Minify" 
f) Substi tute 
g) Re-arrange 
h) Reverse 
i) Comb'i.ne 

3. CREATI~E THINKING: 
a) Fluency: the ability to come up with a quantity of ideas. 
b) Flexibil i ty: the abil'i ty to i'nves tïga te a problem from 

many perspectives in the 'search for possi~le solutions. 
c} Or1ginal1ty: the ability to come up with.new or novel 

ideas. 
d} Elaboration: the pbility to build upon an idea. or 

, t 
original stimulus, looking at·many impli~ations and 

• ramifications or the problem . 

.4. MINOR AREAS AND CLUES: 
a) Footprints, fingerprints 
b} Pieces of clotring 
c) L~undry and grocery~lists 
d} Secret language 
e} Mr. McDougall's notebook: Pages'from it (Mirror 

,Wri~ing?) information about invention . 

5. PICTURE EXPLORATION: 
a} L~ok at picture 
b} .What's happening? 

• 

c) Wha t ca~ you tell for sure? 
d) What do yDu need to know to 
e} What caused it to happen? 
f} .What will be ,the resu!t? 

"1 

understand what i5 happening?t 

6. UNUSUAL USES OF ORpIN~RY OBJECTS 

7. JUST SUPP~SE... ! -, . 

Give an i~robable silqation and then just suppose it were 50. 

EG:' Just suppose when it was raining aIl the,raindrops stood 
still in the air and.would not move as they were solide 

• 

) 
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8. PICTURE CONSTRUCTLON: 1 

A piece of coloured paper ~n a cu~ved s~ape. Think of a 
pictur~ or obJect in which is would be an important part. 
Use shape as a basis of a ~cture. Try to th1nk of a pic
ture no-one else will thi • of. (A title?) 

9. Ask to produce imaginat~ e images suggested by each of a 
series of four sound ef ect"s :r;,anging frorn familiar and 
weIl orgaqized sound t ~ne consisting of six strange and 
rdlatively unrelated. 1 1 

, h 
1 

10. Repeated closed figur}s: see how many 
tures you can make f~bm the triangles. 
should be the main part of whatever you 
s tory wi th them. 

obJ ects or pic
The triangles 
make. Tell a 

/ 
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APPENDIX B 

A Tentative Randlist of Professional Partlci
pation Theatre Companies for Child Audiences 

as of September 1974 

Alberta Theatre ProJects 

Caravan - Theatre Calgary 

Carouse Players 

The Citadel on Wheels/Wings 

Global Village Theatre 

'Hol iday Theatre 

G~obe Theatre Productions Limited 

, 
Land o~ the Ybung 

\ , 

McArthur Theatre Arts 

Playhouse Holiday 

Stratford Children's 
Theatre on Wheels 

Calgary, Alberta 

Calgary, Alberta 

Box 372 
St. Catherines, Ontario 

l0026-102nd Street 
Edmonton, Alberta 

27 St. N1cholas St. 
Toronto, Ontario-

" 

118 Earl Street 
Kingston; Ontario 

2125 Elevehth Avenue 
Regina, Saskatchewan 

Box 1536,- Stn. B 
Ottawa, Ontario 

Attached to 
Queen's University 
Kingston, Ontario 

Th~ Playhouse Theatre 
Centre of B.C. 

575 Beatty Stteet 
Vancouver, B.C. 

Stratford Children's 
Theatre Foundation 

P.O. Box 275 
Stratford, Ontario 



.: 

\1 
\ 

l 
\ 
\ 

o 

\ \ 

\ 
\ 

f -\ 

\ 
\ 

- -- ~~----------------------------------------~-----.. 

StudioLab Theatre Foundati0D 

The P2ndulum Theatre 
Tour .lng, Company 

Young Peopi~~s Theatre 

'" 
Youth~atre; " 

\ 
\ 

\ 

\ 
\ 

1 

25 Lennox Street, 
\ 

Toronto, Ontar1.o \ 

379 Roslyn Avenue 
Montreal, Quebec 

lS9 

525 Adelaide St. Èast 
Toronto, Ontar.lo 

1585 St. Lawrence Blvd~ 
M~ntreal, Quebec 

\ 

\ 
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pp. 11-13. 

Phipps, R. B. "Educational,: Theatre in Edmonton: A Canadian 
Viewpoint." The Secondary School Theatre, 7, No. 3 
(Spring 1968), pp.~l3-26. 

The Playwrig~ts' Coop. Sprinq 1974 Catalogu~. Toronto: 
P1aywrights' Coop., l~74. 

Rip1ey, John. "What S11a11 We Tell the ,Caterpillar?" 
Canadian Studies in Drama, ~o. 9 (Sep~ember 1973), --,. 
pp. 3-15. 
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Rosenberg, Helene S. "An Irlte"rview with Brian Way." 
~ Children's Theatre Review, 24, 2 (1975), pp. 10-14. 

Slade, Peter. "Children's Theatre." Creative Drama, 2, No. 7 
(1959), pp. 25-38. 

"':fheatre for Top Infants ta Middle Juniors." 
Creative Drama, 2, No. Il (1961), pp. 16-21. 

\ 

"Theatre and its Future Audience." Creative 
Drama, J, No. 2 (1962), pp. 10-16. 

Sm'ith, Don. "Aud1ence Participation." The Stage in Canada, 
4, Nos. 9/10 (1968), pp. 11-16. 

"Theatre [\rts. "" School' Prog,ress,. 39, No. 6 (June 
1970), pp. 39-42. 

Wallace, Helen'. "Children 1 s Theatre Invo1ves City Aud1enees. " 
Frçe Press/ n.d. $tudio Lab Theatre Foundation files. 

Touring Office of the Canada Counei1. Touring Directory of 
the Performing Arts in Cangda 1975. Ottawa: 
Information Canada, 1975. 

Way, Brian. "Report to Canada Coundl, Septernber 15, 1958." 
Ottawa: Canada Council. Section l, pp. 1-4; 
S~étion III, pp. 10-21. 

i 

CCYDA Annual Conference, Toronto May 18, 1968, 
pp. 1-18 (mimeo~raphed speech) . 

Wearing, Max. "The Leeds Playhousé Theatre-in-Education 
Team." V.D.T.A, Journal, May 1974, pp. 38-44. 

Whitta~er, Herbert, 
The Stage, in 
pp" 6-9. 

"The Alternate Theatre in Toronto." 
Canada, 7, No. 1 (September 1~72), 

"Inventiveness with Swift' s Gu11iver." Toronto 
Globe and Mail, 30 December 1974. Studio Lab 
Theatre Founcla·tion files. 

"Magic Mountain Scales Pea.ks." Toronto Globe and 1 

I:!.ill, Studio Lab Theatre Foundation files. 
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toung A~dlence Scripts. P1ays for You~~~udi~~. 
... Edmonton: Young Audience S.cripts, n.d., pp. 1-5 

(mimeographed) 

3. Co~respondence and Intervi~ws 
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Barnleh,~Zina. Instructor in Drama, University of Calgary, 
Alta.; Acti~g 'Chairman of the Canadian Centre fo~ 
ASSITEJ·. tett.er, June 4, 1975 .. 

Interview, June 28, 1975. 

Barret, Gisèle. Associate Frofessor, Facu1ty of Education, 
Uni versi té de Montréal. Montré,al, Qu-ébec. Interview, 
Apr 11 23, 1975. 

Cariou~ Len'-. ArtisQtic Director, Manitoba Theatre Centre, 
Winnipeg, Man. Letter, May 14, 1975. 

---
Carney, Janet. Consultant, Eng1ish Language Arts, Depart

ment of Education, Halifax, N.S. Letter, 'June 5, 1975. 

Charlesworth, Marigold. Artistic Director, Hexagon, National 
Arts Centre, Ottawa, Ont. Inter~iews, June 2 and 
July 14, 1975. 

Coghill, Jùy. Former Artistic Dlrector of Holiday Th~atr~, 
Playhouse Holiday and P1ayho4se Theatre Company,' 
Vancouver, B.C. Interviews, Marc~ 14 and July 24, 1975. 

Courtney, Richard. Profes'Sor of Arts\and Education, Ontario 
Insti tute for Studies in Education, Curr'iculum Dept., 
Toronto, Ont. lnterview, May 6, 1975. 

crampton, Esmé. Speech Consultant, The College of Education, 
) University of Toronto, Ont. Letter, March 15, 1975. 

cruchley, Diana. Cùrrlculum Consultant, Curriculum Deve1op
ment Branch, Department of Education, Victoria, B.C. 
Letter, June 24, 1975. 

ç;raver .• Ellen. Administrator, Young People's Theatre, 'Toronto, 
Ont. Interviews, May 5 and July 14, 1975 •. 
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Dunlop, lIe10n, Educat~on Officer, M~nlstry of Educatlon, 
Currlculum Dcvelopmcnt, Toronto, Ont. 
March 19, 1975. 

In tcrv lCW, 

lbl 

Faulkcs, Margaret. 
of A lœrta, 

Assoclate Professor of Drama, Unlverslty 
Edmonton, Alta./ Letter, February 14, 1975. 

Flnes,!WC:lyne. Dlrector, YOllthcatre, Montr~~l, Qu'cbec. 
" IntervIew, March 5, 1975. 

Finland, OlIve. General Manager, Thc Citadel-on-Wheels/ 
Wlngs, Edmonto'n, Al ta. Let ter, May 7, 1975. 

F'lennery, ElIzabeth CCYDA Co-Ordinator of OntarIo; 
Drama Department, Universlty of Ottawa, Ottawa, Ont. 
IntervLcw, June 16, 1975. 

Letter, June 30,·1975. 

Foord, Isabelle. Plilywn.ght. '1 8515-112th Street, Edmonton., 
Alta~ Letter, May 26, 1975. 

Gledhlll, ChrJstopher. Department of Educatlon, 
Charlottetown, P.E.!. Le-tter, July 2, 1975'. 

Heyman, Jane. For~er Artlstic Director of HolIday Playhouse, 
Vancouver, B.C., presently Instructor, Theatre Drama 
Dcpartment, UniverSIty of BrItIsh Columbia, 
Vancouver;, B.C. Interview, Ju1y 25, 1975. 

Hlll, polly. Honorary Qresident, CCYDA, Ottawa, Ont. 
IntervIew, June 16, 1975. 

Jackson, Colin. 'Direct~r, Manitoba Theatre Workshop, 
,Winnipeg, Man. Letter, February 6, 1975. 

1 

Kirby-Hughes, Deidre 
Young, Ottawa, 

!, 
Co-founder and Dlrector, Land of the 
Ont. Interview June 2, 1975. 

Kramer, Sue. Director, Globe Theatre Productions Limited l 

Regina, S~sk. Letter, May 9, 1975. 

LéWis, Lee. Co-founder 
Wo1fvll1e, N.S. , 

,. 
4 

and Administrator, 
Letter, ~arch 15, 

'(Il 

Mermaid'Theatre, 
1975. 
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Marguet, Anne. Director, Programs and Resources, Theatre 
O~tarlO, Toronto, Ont. ~ Lettcr, March 29, 1975. 

Morter, Mary. Founder and Dlrcctor, Pendulum Theatre 
Tourlng Company~ Montreal, Quebec. Interviews, 
October 10 and 20, 1975. 

Netherton, A11yson. Co-founder of Pomp1cdale, Victorla, 
B.C. IntervIew, July l, 1975. 

Or1lkow, Liouel; Associa te Depy ty Mln lS ter, Depar,tment of 
Education, Wlnnipe9, Man. Letter, June 27, 1975. 

McWhIr, Peter. PreSIdent, CCYDA, Department of Drama, 
Universlty of Calgary, Calgary, Alta. 
Letter, July 5, 1975. 

Schwartz, Ernest J Founder and Director, Studio Lab 
Theatre Foundation. Intervlews, March 20, July 25, 
August l, 1975. 

Shapiro-Latham, Gloria Artistic 
Holiday, Vancouver, B.C. 
June 3, 1975. 

... , 

IntervIew, August l, 1975. 

Dire~tor, Playhouse 
Letters, May 5 and 

Stark, Janet. Tour Director, Studio Lab Theatre Foundation, 
Toronto, Ont. Interview, March 20, 1975. 

Thomas, Michael. Senior English Supervisor, Protestant 
School Board 'of Greater Montreal. Irr~erview,' 

March 7, 197'5. 

Thoiton, M. F. Associate Director of Curriculum, Alberta 
Department of Education, Edmonton, Alta. Letter, 
June 13, 1975. 

Trott, Linda. ~ssistant Th~atre Officer, Canada 
Ottawa, Ont. Lette~, Octoqer 21, 1974. 

Interv1ews, M~y 22 and June ~, 1975. 
1 

J 

Watts, Irene. DirectOl;, The Citadel-on-Wheels/Wings, Edmonton, 
Alta. Letters, Februar~ 4. and May 7, 1975. 
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Wetmore, Donald. Theatre Dlrector, Department of Educatlon, 
Hallfax, N.S. First President of the CCYDA. 
Letter, July 29, 1975. 

Wh~te, Robert. Dramaturge, Playwrights' Co-op., Toronto, Ont. 
Interv~ew, March 18, 1975. 

~ 
Zwicker, Llnda. Arts/Education Officer, Ontarlo Arts 

Council, ., Toronto, ,Ont. Intervlew, May 5, 1975. 

Letter,- June 9, 1975. 

the Citadel-on-Wheels/Wings, Edmonton, Alberta. 
Brief hi$tory; brochures; press re1eases; history 
of programmlng up to ~pring 1975; activity sugges
tlons'fôr teachers and teacher-aids; scripts. 

Globe Theatre Productions Llmitea, Reglna, Saskatchewan. 
History of programrHng from 1973-1975; follow-up 
suggestions: scripts. 

Land'of the Young, Ottawa, Ontario. 
Out11nes of objectives; brochures; fo11ow-up sug
gestions~ newspaper cLipplngsi list of prGductions 
1973-1975. 

Manitoba Theatre Centre, Winnipeg, Manitoba. 
fiistofY: Theatre for Chi1dren 1951-1974; MTC reports; 

J, 

newsletters. 

Mermaid Theatre, Wolfville, ~ova Scotia. 0 

Brief out1ine. of productions 1972-1975; "Biographica1 
Notes on Mermaid Theatre"; list of"playsi report on 
"Special proJects Grant"i brochures; c1ippings: scripts. 

P1ayhouse Holiday, The Playhouse Theatre Centre of B.C., 
Vancouver, British Columbia. ~ 

"Brief History of Holiday": fac,!: she~ts for 1972-73: 
"Aims and Objectives 1973-74 Season";1 Theatre-in
Education reports for 1972~73, 1973-74, 1974-75; 
"Statistical Report for 1974/75 Season"; promotional 
materia1 "New Directions TltroU9; Education':; 
scenario for Mighty McDouga1. ~ . ft 
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StudlO Lab Theatre Foundat"L1""1, Toront'o, O~tarlO. 
Ne~ Relcases 1968-l~75; promOlLon~ maler~al: ncws
paper c1ippLngs; '''l'he Cochrane In-Resldence Pro
gramme"; brochures'; pamphlets; "Studl.o Lab Theatre 
Aims of Workshops"; teachcr's kl.t for "A Ml.dsummer 
Nl.ght' s Dream"; "Southern and Northern Ontarl.o Tour 
Itlnerary 1974-75"; scrl.pts. 

Theatre Centre Ll.mlted, London, England. 
Pamphlets; promotiona~ materLal; Joi~ the Frl.ends of 
Theatre.. Centre; Chl.ldrep, Theatr~~~c}tl.on; 
programs for Christopher Columbus and The Dlscoverers 
(1966-67); booklet coverlng: books, records, blocks, 
p1ays, theatre for children, plays by Brlan weYl 
information about Theatre Centre. ~ 

.. ~ 

Young People's Theatre, Toronto, Ontario. . 
Brochures; pamphlets; newspaper cllpplngs; promo
tl.onal material; progr~~s; News from Y.P.T~; 
production lists: 1971-72, 72-73,' 73-74, 74-75; 
evalua tion ~~ets~; teachers 1 ki ts . 
• 

Youtheatre, Montreal, Quebec. 
Brochures; programs; outlin~s of ObJectives; ~che
dules of productions from 1968-75; scripts. 

'- . 
5. Participation Plays StuQied 
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,Campbell, Paddy. Chl.nook. Toronto; Playwrights Co-op:, 197J. 
First produced by Arts Centre Cbmpany, Calgary, Alta., 
1968. 

Devere11, Rex. Shorts~!t. Toro2to: Playwrights Co-op., 
1972. First pro uced b Y!10be Theatre, Regina, 
·s a s k • , 1 972 - 7 3 . 

The Copetown City Kite Crl.Sl.s. Toronto: P1aywr}gh'ts 
Co-op., 1974. First produced by Globe Theatre,· 
Regina, Sask., 1973-74. 

'" Fo~rd, Isabelle. Shaman. Toronto: Playwrights Co-op., 1970. 
First produced by Edmonton Experimen~a1 Theatre, 
Edman ton, Al ta . , 197.0. ,-
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NiCol, ErLC. The Clam Made d Face. Vancouver: ErlC Nlco1 . 
First produced by Ho11day Theat.re, Vancouver, B.C., 
1967-68. ~ 

'ete~son, Leonard. ,A1migh ty Voic.e. Aglncourt: The Book. 
Society of Canada, 1970. Flrst produced by Young 
Peop1c's Theatre, Toronto" Ont., 1970-71. 

Schwartü, Ern~t J. AladdLn. Toronto: ,S~UdlO Lab Theatre 
FoundatLon, unpub11shed. Flrst produced by StudlO 
Lab, Toronto, Ont., 1969-70. 

Watts, 

~ • Gu111wer's Tr~vels. Toronto: StudlO Lab Theatre 
Foundatlon, unpublishcd. Flrst produced by Studio 
Lab, Toronto, Ont., 1974-75 . 

"~, 

Huck1eber.;-y Flnn. Toronto: StudLC) Lab Theatre 
Foundation, unpub1ished. First produced by Studio 
Lab, Toronto, Ont., 1973-74. 

Jack an,d ~e Beansta1k. Toronto: Studio Lab Theatre' 
Foundatldh, unpub1ished. Firsç produced by Studio 
Lab, Toronto, Ont., 1969-~O. 

Msqis-Mountain. Toronto: Studio Lab Theatre 
Foundation; unpublished. First produced by Stu~io 
Lab t Toronto, Ont., 1972-73. 

SambQ. ToroRto: Studio Lab Theatre Foundation, 
unpublished. ' First produced by Studio Lab, 
Toronto, Ont., 1971-72. 

Irene N. Listen to the Drum". Edmonton: The cltadel
on-Whee1s/W~ngs, unpub1ished. First produced by 
Citade1-on-Whee1s/Wings, Edmonton, Alta., 1973-74. 

1 

_____ ~ Beast,in the Bag. Edmonton: The Citadel-o~-Wheels/ 
-----------Wings, unpublished. First produced by Citadel-on

Wheels/Wings, Edmonton, Alta., 1970-71. 

Way, Brian. The Decision. Edmonton: ,Young Audience Scripts, 
n.d. 

The Mirror Man. ~dmonton: Young Audience Scripts, n.d . 
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Way, B~ian. The~ugqle . 
$cripts, n.d. 
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Edmonton: Young Audience 

-,---' On Trial. Edmonton: Young AudLence Scripts, n.d. 

Zacharko, Ldrry. The Lan~ Magic Spe11. Toronto: Young 
People's Theatre. First produced by YPT, Toronto, 
Ont., 1974-75. 
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