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INTRODUCTION

Through its senies of Occasional Papens, the NFE Infommation
Centen seehs to provide a forum fon the exchange of {deas among those
pioneening in the practice of non-formal education. In dynamic, hek-
atively young fields of inquiry and experimentation it is especially
impontant to bring budding "ideas in progress" to the Light of public
scnuting. We intend the papers in this series to provoke critical
discussion and to contribute to the generation of knowledge about
non- formal education. '

In this essay, Frank Gerace and Gary Carkin draw upon their
community work in Asia and South America to consider the rofe of
drama 4in development. They stress the imporntance of coordinating
dramatic ant in NFE with other key components of the national educa-
tion plan. Pointing out that devefopmental theater form must be re-
Lated to societal form and neflect popular concerns, the authons
examine both onganizational and aesthetic dimensions of producing
theater forn development.

We invite youwr panticipation in this dialogue and wefcome your
comrients.

Joan M. Clagfey
Directon

Non-Formal Education Information
Centen



This senies of Occasional Papers 48 published by the Non-Formal Educa~
tion Infonmation Center in cooperation with the Agency for Intenational
Development. The views expressed in this paper are those of the authond
and do not necessanily nepresent the NFE Information Center on AID.



Drama in Development

Its Integration in Non-Formal Education

Frank A. Gerace

Gary Carkin

One of the most apt descriptions concerning the relationship of drama
to 1ife was made by Shakesphere in Act III of Hamlet:

Suit the action to the wond,
the wond to the actdon;
With this special observance,
that you o'en-step not the modesty of nature:
for any thing s0 overdone
48 §nom the purpose of playing, whose end,
both at the §inst and now, was and 4is,
to hold, as it wene,
the mivon up 1o nature.

Drama, with its links to real life, and non-formal education, with its
similar links, can be surprisingly effactive partners in achieving some
goals of development.

Throughout the third world, national planners are calling for massive
efferts to meet rising social, economic, and educational demands. Fore-
most among the efforts expended by developing nations have been those in
" the educational area. Current evaluations o the educational task facing
these nations, however, indicate a “"crisis." Economic and demographic
criteriu are dictating the need foir serious re-examination of existing
‘educational systems, particularly those which are designed around tradi-



tional components such as a rigid curriculum, professionaily trained teach-
ers, and specialized buildings. Coombs (1973) comments.that:

this strategy of linear expansion accomplished --
much measured by its own criteria of success -- the upward
movement of statistics of enrollments and participation
rates. Indeed, it was so successful that, together with
other forces at work, it propelled nation after nation into

a world-wide educational crisis by the start of the 1970's.

On its face, it was a crisis of rising student numbers,
rising unit costs, and growing firancial constraints. Down
deeper, however, it was basically a crisis of maladjustment
between educational systems that had grown remarkably in
size but in the process had changed their ways too little to

keep pace with the rapidly changing world around them.1

Non-formal education has been increasingly proposed as a mode of
education which is especially suited to certain development goals. Its
proponents believe that non-formal education possesses a unique flexi-
bility and adaptability to the concrete situations facing specific stu-
dents, social systems, economic conditions, and educational needs. The
single unifying theme of the still elusive concept of NFE is that it im-
plies no single feature or component which is totally indispensable.
Content, media, course duration and structure, admission criteria,
staffing, facilities, and all other structural components are dependent

upon the developmental task and the environment which conditions the
task. Structure, in other words, hinges upon function or desired outcome.

Brembeck (1973) (see footnote below) contends that any alternative to for-
mal schooling must consider the variation of those very attributes which in
the "schooling model" cannot be altered without destroying the integrity of
the system.

1. Coombs, Philip H., "How Shall We Plan Nonformal Education" in Brembeck,
Cole, S., and Thompson, Timothy J., New Strategies for Educational
Development: The Cross-Cultural Search for Nonformal Alternatives.
Lexington, Mass.: D.C. Heath and Company, 1973. p. 147.




The general features of NFE have been analyzed extensively by Coombs
and Ahmed (1974}, Brembeck (1973), Paulston (1972), Evans and Smith (1972),
and others. Briefly, there are several basic characteristics of NFE:

-Great emphasis is placed on the relevance of the sub-
ject matter to the immediate, real-1ife needs of the
learner.

-Courses are scheduled at times and places convenient
to the working participant.

-Entry requirements are not based on previous school-
ing.

-Courses are brief and topic- and issue-centered.

-Individual projects frequently are part of larger de-
velopment programs.

-Certificates or diplomas are not central to the system.

An additional characteristic often is a per capita and/or instruct-
jonal unit cost which is substantially lower than that of traditional
education modes.

Although NFE is being examined today with a new perspective, its
roots go deep in the educational system, as do the roots of the arts.
In addition, the arts have long served in ways closely allied to the
goals of developmental education. Throughout the world, for example,
perhaps the strongest single force in evoking national pride is the ex-
perience of hearing and singing the national anthem. Music, dance,
theater, and the illustrative arts are uniquely effective in preserving
and furthering reflection on national origins and aims.

The immediate appropriateness of the arts for education resides
in their power to reach the participant on the level of feelings and
the spirit. Although education is rediscovering the affective domain,
it has not been an easy task to incorporate this dimension into



traditional instruction.

The freedom in NFE from some of the structural features
of formal schooling, however, presents a dynamic opportunity for the
arts, with their affective characteristics, to help in achieving affect-
ive goals of education and development. Furthermore, education for socio-
economic development, a principal arena of NFE, includes attitude change
as a principal objective. It is no longer novel to suggest that attitudes,
especially of traditional adults, are not effectively reached by merely
cognitive means (Freire, 1971, and Knowles, 1973).

The unique power of the arts in NFE, though, is not only a function
of their affective nature. The arts also are particularly suited for
more pragmatic and administrative reasons. The arts are an invaluabie
medium for NFE if it is to preserve its flexibility and actually con-
stitute an advantage over traditional schooling.

While NFE programs seek flexibility and freedom from many of the
structural elements of other instructional modes, in practice the customs
and conveniences of teachers and learners often prevent achievement of
these desired characteristics. A program, for example, which tries
to de-emphasize the certificate of completion can instead evolve
into a credentialing system based on class, elitist, or economic
values. Programs destined to enrich the existence of rural dwellers
are utilized as conduits to the urban clerk or "tinterillo" condition.
The same dysfunctional results identified with traditional schooling
plagues much of NFE; ironically, this is the same dysfunction which
originally gave rise to more flexible education. The hand which has
held the bpok rarely returns to the hoe.

This absorption of NFE into the societally demanded function of
schooling has caused some observers recently to re-assess their earlier
enthusiasm for the new educational mode (Carnoy, 1974). Grandstaff com-
ments that "if the development of study and practice.under the rubric
of ‘non-formal education' does not proceed from-a thoroughly reconsidered
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conceptual framework, there is a very real possibility that planning
and practice in 'non-formal education' will embody the schooling mode
as an unexamined assumption."2

The arts, however, by definition and practice are free from the
constraints of curricula, school terms, credentialling, and other "pre-
scribed" elements of schooling. The arts usually are so removed from
the school setting that neither administrators nor participants arg, in-
clined or able to 1imit access, determine content, or expect diplomas.

The arts present a viable medium for NFE, bringing to this mode both
affective power and independence from schooling. Developmental objectives
incorporated into an artistic medium will be obtained to the extent that
artistic values are successful in communicating experiences.

The Arts in Out-of-School Education

Paris. Florence. Venice. Such cities are extraordinarily striks
ing examples of environments inspired through artists working with images
which reflected primal community concerns. Such artistic focus, rein-
forcing and bringing variety to basic themes, both human and cosmic, re-
sulted in the production of some of the finest work in art the world has
ever known.

Artistic products incorporating developmental themes are not, of
course, only past phenomena. Contemporary artists often include region-
al or national concerns in their art. Developmental messages may be
integrated with art forms in an unconscious way, yet their expressive
strenyth helpslto support the total developmental process. Such education-
al by-products have been called informal education or that which is

2. Grandstaff, Marvin. "Educational History and Nonformal Education: A
Methodological Strategy' in Axinn, George Y., et al. Non-formal
Education and the Struciure of Culture. East Lansing, Michigan:
Michigan State University, Institute for International Studies
in Education, 1974. (ERIC ED 103 307) p. 19.




ncaught”, as well as "taught" (Brembeck, 1974).

The work of the artist, however, need not be an unplanned part of
the developmental process. Just as NFE sfrategy may be planned and re-
lated to total national concerns, so, too, the use of the arts for NFE
purposes needs to be consciously integrated into the total system. Too
often, even when planned, efforts to incorporate the arts and to involve
artists with the work of nation-building have been fragmented, produc-
ing a good national mural here, a dance-drama with a birth control mes-
sage there, and a sculpture or painting with greater or lesser signifi-
cance to developmental issues here and there.

Also, if the arts are to be effective in sponsoring attitude change
and in communicating messages relevant to the development process, if
the arts are to be a viable element in the process of NFE, then the need
for reinforcement of national developmental themes must be met. Nation-
al planning, which encourages integration of the work of artists with
that of educators and planners must become a priority.

As suggested above, to achieve national developmental goals, the
arts need to be integrated with and applied to many, not jsolated, de-
velopmental objectives. A "wholistic" approach to social change is,
thus, implied. This is an approach which concerns jtself with a number
of developmental goals simultaneously. It is the purpose of this paper
to examine the potential of dramatic art to function within such a frame-
work.

Drama in Development

The use of drama to confront and offer solutions to social problems
and to suggest changed patterns of behavior is well known. Early in
history, man depicted his needs and communal objectives through ritual-
jzed action and dance. It is almost possible to say that man attempted
to educate “is gods, to elicit a behavioral change from them, and to ex-
cite them to a more sympathetic response in the area of man's needs.



From early ritual through Medieval morality plays to 19th Century melo-
drama, drama has served to communicate ideas, as well as to solidify
communities.

The work of such modern playrights as Ibsen, Shaw, Brecht, Odets,
and Arthur Miller has effected a great awareness of social inequities
and, as a result, stimulated efforts toward change in the social fabric.

In recent years, interest among developers, communication experts,
and artists, has increased in the use of popular theater and folk media
in development. The phenomenon is not limited to developing nations,
but can be seen in the "street theaters" and "mobile theaters" of Euro-
pean and North American nations. The underlying objective of these simp-
ly staged, portable productions is to increase awareness in local audi=
ences of pressing political, social, and economic issues.

Examples of these kinds of efforts are numerous and include El1 Teat-
ro Camposino, which addresses itself to the political and social strug-
gle of the Mexican-American in the United States (Hostetler, 1974). In
Jzmaica, the folk program, Drama for Progress, helps illiterate villag-
ers grasp why and how they can learn to read and write (Gillette, 1974).
Indonesian artists incorporate developmental messages in such indigenous
dramas as the Wayang and the Ludruck (Colletta, 1974). In India, UNESCO
has sponsored interest in the "Integrated Use of Folk Media and Mass
Media in Family Planning Communication Programs." The UNESCO position
contends that

the role of mass media in developmental communication

is crucial and that these media should be used in a sys-
tematic and integrated fashion with extension work. Re-
search has established the fact that behavioral change di-
rectly attributable to mass media varies from 10 to 15
percent, and that this percentage goes up to 54 percent
when the mass media and extension work are integrated.

(Mathur, 1974)



This UNESCO position underscores the need to extend the audience
for the purposes of developmental education through the means of mass
media. It also underscores the need to relate mass media production
to more formal extension service work. Equally important js the need
to integrate such programming externally with the work of existing
national agencies and internally with the structure and nature of a
medium such as drama and its relationship to the developmental message.

External Integration

The first demand upon a system utilizing dramatic art in NFE is
that it be integrally related to other relevant components of the nation-
al system. For too long, developing countries have suffered from spot-
ty attempts at development in the educational sphere, as well as in oth-
ers. Lack of integration has led to squandering of needed efforts,
funds, and talents, but perhaps more seriously has undermined the will
to serve by many idealistic planners and educators. Unintegrated pro-
grams often are the legacy of funded experiments fostered by inter-
national agencies.

At times, the basic infrastructure of a developing nation is not
able to incorporate the innovations launched by outstanding public serv-
ants. The ~xamples of success, often the result of idiosyncratic com-
binations of personnel and environment, are never properly analyzed for
implementation within the larger system. As a result, they have become
semi-models to be adapted or not according to whim, enthusiasm, good
will, or other random combination of noncontrolled criteria. One re-
port from Southeast Asia is particularly graphic:

"In the field, we found a wealth of existing community
resources: government outreach programs in agriculture,
health, family planning, skill training, and basic edu-
cation; indigenous, quasi-government (voluntary) and gov-
ernment institutions ranging from women's groups to scout-

ing movements and cooperatives; and many talented people



from local artisans, entertainers, and religious
leaders to teachers, health workers, and agricultur-
al extension agents. We also found little coordina-
tion of efforts among this array of potential re-
sources. In fact, groups frequently worked at cross
purposes to one another. This was particularly

true of external efforts, i. e., government extension,
when applied to the village context. . . Instead of
seeing the community as a "web" of interrelated problems,
concerns, and solutions, a fragmented outlook prevail-
ed in which problems were isolated and attacked as if

there was no connective tissue in the human experience. N

(Colletta, 1976)

"g 'web! of interrelated problems, concerns, and solutions.” It
is to this web that drama in development may address itself. On the
external or interface level, dramatic art must be integrated horizon-
tally -- with both complementary educational activities and non-edu-
cational factors in the same geographic area -- and also vertically
with organizations and activities at higher levels capable of nourish-
ing and backstopping local educational talent (Coombs and Ahmed, 1974).

However, for dramatic art to be a valid component of educational
programs, drama programs must not only be integrated externally with
other developmental resources, but also mus% be integrated internally
in terms of the demands of art itself. If dramatic production is to
be an effective element in NFE, it must be good theater. It need not
necessarily be sophisticated or complex theater, but it must be good
and sound theater.

Internal Integration of Drama for Development

What is "good" theater? The term has as many definitions, perhaps,
as audiences. Theater, to communicate experiences fully, must werk:.
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through the norms of its audience and the experiences which form the
collective body of the beliefs and customs of audience members. Theater
which serves development purposes should seek to relate its "messages"
with the deep-rooted, often unconscious drives which form the life-per-
spective of its audience. If the strong affective component of drama,
as noted earlier in this paper, is to function fully, then productions
must be created which allow an audience to identify with the characters,
situations, and dialog of the presentation.

Such a suggestion may appear to be self-evident, yet it is, unfor-
tunately, a fact that too often drama containing a high cognitive com-
ponent limits itself to less than full dramatic potential. Earlier,
we cited examples of recent efforts to integrate developmental concerns
with traditional dramatic media (Hostetler, 1974; Gillette, 1974; and
Colletta, 1974). Much of this work is effective, especially in com-
municating specific messages through a medium accepted by the audience
which it serves. Too often, however, particularly in artistic groups
where developmental zeal outruns dramatic expertise, the result is
didactic theater, drama devoid of any real experiential value.

The Need for Training

If it is generally true that specialized agencies, professional
groups, and different ministries have not appreciated the need for in-
tegration, it is even more true that the aims and methods of the persons
and agencies devoted to the arts have not been understood by more "prag-
matic" planners. This lack of communication and coordination has ham-
pered efforts toward integrated NFE and has relegated the arts to a "lux-
ury" or “"experimental" status. The encouraging insistence upon "inte-
grated rural development" can take into account the contributions of
the arts.

Training in dramatic art which supports integration of internal
dramatic elements in a culturally delimited fashion is necessary and



1

9f 1mportance to both national planners and dramatic artists. Yet, sel-
dom are facilities for training theater artists adequate in developing
countries or are they operationalized in such a way as to accomodate
theater as an agent for development.

Training which no:ishes the skills of writing, acting, and di-
recting in order tu integrate developmental concerns with already ex-
isting culturai forms of a people or community needs to be examined and
escablished. In addition, there must be evaluation of the linkage which
affords the greatest impact which is desired. The training of playwrights
who move characters with insight within a framework of contemporary prob-
lems, and directors capable of fully illuminating the huwmanness of the
questions involved, is of prime concern to theater training programs with-
in the developmental context. So, too, are actors, designers, and techni-
cians who are willing to subordinate ego and personal aggrandizement to
the work of the playwright and to developmental themes.

Ideally, a system utilizing dramatic art for developmental purposes
needs to sponsor collaboration between artists, national planners, and
educators, and this must be accomplished from the outset. Planners and
educators need to use a "grass roots" approach to research areas of
developmental concern and, through analysis of these areas, arrive at
objectives for behavioral change that are in line with popular wishes.
The objectives of nationals, planners and educators can then be integrated
in terms of theme and content with the work of development artists in
the production of dramatic material. Finally, as productions are aired
to stimulate awareness of problems in accordance with a NFE strategy,
more formal ecucational services can support and utilize the increased
awareness and motivation on the part of the population in a way which
supplies learnars with specific instruction and/or materials which will
help to alleviate the problem.

The value of culturally integrated, modern dramatic modes for non-
formal education is severalfold. First, drama that concerns itself



12

with the cares and concerns of the common person can depict a people’s
confrontation with the existential forces which play their part in the
struggle for selfhood. Throughsuch a base, development problems common
to the national community may be examined and analyzed. Focus upon tradi-
_tional values, life styles, and modes of behavior unique to a culture can
reinforce identification with national goals and act as a unique national
forum. Thus, a culturally delimited dramatic mode can be seen as being
anti-imperialistic, evolving as it does, from both national ~concerns and
the communal roots of the people. Consequently, suggestions for change
may be seen less as directives from above or without, but more as answers
to needs from within the culture.

A second important factor in considering a culturally delimited
dramatic mode for NFE is its suitability for exposure through the mass
media. A psychological orientation to character, reaiistic treatment of
setting, plot, as well as theme, allows easy transference to intimate
media. Creation of characters who capture the mythic imagination of
audiences and who may become true national folk heroes can, also, sponsor
on-going interest. This can occur within a "series" wherein developmental
themes may be scheduled for reinforcement at intervals, while being inte-
grated with other concerns in a continually rotating fashion. Thus, a
wholistic approach to developmental issues can be operationalized through
constant dramatic productions utilizing the mass media of radio, television,
and film, as well as the stage.

In addition, the possibility of including traditional or indigenous
drama within the psychoiogical format cf a story allows for development
of other messages within the folk media presented. Or, it may allow for
messages which serve to reinforce the developmental theme of the basic
program. The on-going sense of value which such traditional forms have
in the life of a culture, thus, can be communicateu.

Intggration, then becomes not only a matter of training for a
"development aesthetic" in dramatic art but also for the transference
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of such an aesthetic through several media: the open stage, radio,
television, and film. Through such exposure, basic themes

may be reinforced. In addition, revenues from the distribution of film,
radio, and telev1s1on shows'may be generated rationallyor as the result
of interest from countries with similar developmental problems.

To summarize, such a strategy calls upon national planners to
collaborate with dramatic artists, educators, and existing governmental
agencies in deve]oping training programs and producing materials for
the mass media which could stimulate awareness of national problems and
motivate action for change which could be supported by formal edu-
cational and other services.

The results of such'an integrated approach to national development
could stimulate the work of artists and relate their work to the develop-
ment process. It could ignite and unite the national spirit for pur-
poses of development. And it cruld support the goals of formal edu-
cators through use of a non-formal educational strategy.
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